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Korean Films at Venice 


Venice International Film Festival 
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Directed by JEON Soo-il 

2007, 89min, 35mm, 8000ft, 1.85:1, Color, SRD 

Cast YOU Youn-mi (Young-lim), JO Young-jin (Father) 
PRODUCTION Dongnyuk Film 

INTERNATIONAL SALES Contact Production 


Beyond the Years 
) oe Cheon-nyeon-hak 


Directed by IM Kwon-taek 

2007, 110min, 35mm, 9900ft, 1.85:1, Color, Dolby SRD 
Cast CHO Jae-hyun (Dong-ho), OH Jung-hae (Song-hwa) 
PRODUCTION KINQO2 Pictures Corp. 
INTERNATIONAL SALES Wild Bunch 
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Directed by JUHN Jali-hong 

2007, 15min, 35mm, 1.85:1, Color, Mono 

Cast YOU Min-ho YANG (Fish Boy), Eun-young CHOI (Fish Girl) | 
PRODUCTION Dolpagu Film & JUHN Jai-hong Film 
INTERNATIONAL SALES Contact Production 
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Beyond the Years 
el ely Cheon-nyeon-hak 


Directed by IM Kwon-taek 

2007, 110min, 35mm, 9900ft, 1.85:1, Color, Dolby SRD 
Cast CHO Jae-hyun (Dong-ho), OH Jung-hae (Song-hwa) 
PRODUCTION KINQO2 Pictures Corp. 
INTERNATIONAL SALES Wild Bunch 


Happiness 
oH Haeng-bok 


Directed by HUR Jin-ho 

2007, 35mm, 1.85:1, Color 

Cast HWANG Jung-min (Young-su), LIM Soo-jung (Eun-hee) 
PRODUCTION Zip Cinema 

INTERNATIONAL SALES Showbox / Mediaplex, Inc. 


Secret Sunshine 
eB aly Mirayng 


Directed by LEE Chang-dong 

2007, 35mm, 2.35:1, Color, Dolby SRD 

Cast JEON Do-yeon (LEE Shin-ae), SONG Kang-ho (KIM Jong-chan) 
PRODUCTION Pine House Film 

INTERNATIONAL SALES CJ Entertainment Inc. 
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Directed by LEE Myung-Se 

2006, 35mm, Color 

Cast GANG Dong-won(Min-woo), LEE Yeon-hee (Mi-mi) 
PRODUCTION Production M 

INTERNATIONAL SALES The Core Studio Co., Ltd. 
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Korean Film News 


The Newest Films from Directors 
HONG Sangsoo and BONG Joon-ho 


Korea’s leading directors, HONG 
Sangsoo, BONG Joon-ho, and KANG 
Woo-suk have announced plans for their 
new films. Director HONG began shoot- 
ing his 8th film, <Night and Day> (provi- 
sional title) in Paris, France on Aug. 8, 
2007. He is planning to shoot about 80% 


Director Hong Sangsoo (left), and the cast of <Night and Day> 


by mid-September, and return to Seoul 
to complete it by early October. The film 
will be released in Korea early next year. 
Director HONG Sangsoo’s first HD 
film, <Night and Day> describes a male 
artist in his early 40s who escapes from 
Korea to France, and then meets a 
young female artist and some others 
unexpectedly while in France for a few 
weeks. Director HONG said, “I got the 
inspiration from my personal experience 
in NY attending the New York 
International Film Festival. As smoking 
was banned in the hotel, I went out to 
have a smoke and call my wife. At that 
time, my wife was shopping. It was dur- 
ing the day in Korea, while nighttime in 
NY. I found it amazing that my wife and 
I could be in quite different circum- 
stances at exactly the same time. So I 
decided on a title of <Night and Day>. If 








you add day and night, it becomes a day. 
So the whole film will be composed on a 
daily basis, in the form of a diary.” 
Director BONG Joon-ho, who pro- 
duced <The Host>, also announced his 
latest film. He is jointly directing, 
<TOKYO!-Shaking Tokyo>, a 30-minute 
short film, with directors Michel Gondry 
and Leos Carax in Tokyo. It is a story 
about a man who stays home for ten 





years as a Hikicomori, (an abnormal per- 
son who fails to adapt to society and just 
stays at home), and finally emerges 
when he falls in love with a pizza deliv- 
erer one day. It is a romantic fantasy, 
combining Japan’s unique social phe- 
nomenon, Hikicomori; set in a modern- 
day Tokyo, prevalent with individual- 
ism; and the natural phenomenon of the 
earthquake. 

A well-established Korean producer 
and director, KANG Woo-suk also made 
public intentions for his next film, 
<KANG Cheol-jung : Public Enemy 1-1>. 
The film, featuring SUL Kyoung-gu, 
JUNG Jae-young, KANG Shin-il, and 
LIM Won-hee, highlights the character 
of KANG Cheol-jung, a hero from the 
<Public Enemy> series. It is anticipated 
to be a comedy genre film, similar to the 
original <Public Enemy> in content. 





KMIC purchases Megabox 


Korea’s 3rd largest theater chain, 
Megabox, (after CGV and Lotte), has 
been sold to Korea Multiplex Investment 
Corporation (KMIC). KMIC is a new cor- 
poration established by Macquarie, a 
global Australian investment bank that 
earns 55% of its profits abroad with a 1 
trillion dollar asset management amount. 
Mediaplex made a public announcement 
on Jul. 18, 2007 that it had sold all of the 
(293,000,754) stocks owned by KMIC, 
which accounts for 53.9% of the com- 
pany, for KRW 145,600,000,000. It 
added that it had signed a contract for 
consulting over Megabox management 
and operations for two years. The second 
largest shareholder, and English invest- 
ment company, Finventures, also sold all 
its stocks, with KMIC now owning 100% 
of the Megabox stocks. Some have pre- 
dicted that this is the first step for 
Mediaplex to withdraw from the film 
business. However, a senior Mediaplex 
official said that was an absurd sugges- 
tion, adding that Mediaplex would pro- 
mote its global content production and 
new business operations with capital 
earned from the sale. 


<D-War> 
unexpectedly becomes a big hit 


The film, <D-War>, controversial for 
its director SHIM Hyung-rae’s academic 
degree and patriotism before its release, 
set a new record in Korea on its opening 
week, attracting some 2,953,006 people, 
(according to a distribution company’s 
statistics), across the nation within five 
days of its release. On its opening day, 
(Aug. 1, 2007), 415,065 people saw the 
movie, setting a new record. The film is 
now attracting more and more viewers. 
The industry says it is yet to be seen, but 
if the trend continues, <D-War> is 
expected to be one of Korea’s mega-hits, 
following <The Host>, <The King and 
the Clown>, and <Tae-Guk-Gi>, all of 
which attracted audiences of more than 
ten million people in Korea. It is also 
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noteworthy that a considerable number 
of netizens are unanimously denouncing 
the film on the Internet, with other 
sectors of the media and a number of 
filmmakers also harshly criticizing <D- 
War>. The combination of debates over 
its naive portrayal of nationalism and 





<D-War> 


the public’s desire for heroes, fueled by 
extensive media coverage, is expected 
to create the greatest abnormal 
phenomenon in the industry in 2007. 


Vietnam benchmarks 
the Korean screen quota system 


Vietnam has now developed a screen 
quota system. The country recently 
announced a filmmaking law and 
enforcement ordinances that include the 
requirement that theaters in that coun- 
try show over 20% of local films, bench- 
marking Korea’s screen quota system. It 
has also established a television quota 
system. According to the relevant 
enforcement ordinance, Vietnamese 
dramas must account for over 30% of 
total TV drama screen time. Vietnam 
and Korea established a cultural 
exchange through the Asian Film 
Industry Network, led by the Korea Film 
Council. Since Vietnam joined AFIN 
when it was established at the 2005 
Pusan International Film Festival, it has 
been more active than most other 
nations in AFIN event participation. The 
country dispatched a number of repre- 
sentatives from the Film Bureau and the 
Ministry of Justice to Korea to attend 
lectures on various film promotion pro- 





jects and the screen quota system. 


Chungnam Province jointly 
produces a film with an American 
animation production company 


A Hollywood animated feature will be 
produced in Chungnam Province, Korea. 
Weinstein Co., an American film produc- 
tion and distribution company, Gotham 
Group, a global animation production 
and management company, and the 
Chungnam Film and Media Center 
(CFMC) made public that they would 
work together on a 3D animation pro- 
duction. In May 2007, the CFMC signed 
an MOU with Weinstein Co., and has 
raised a KRW 35 billion fund through the 
Chungnam KI Technology Investment 
Company. Weinstein Co. is also thought 
to have raised a similar amount. Both 
entities will divide the profits in half. 
Weinstein Co. will be in charge of plan- 
ning and distribution, Gotham Group 
film production, with CFMC to support 
the studios and manpower. They are 
preparing to produce a film for about 40 
million dollars (KRW 37 billion). 


Megabox lands in Beijing, China 


Megabox has landed in Beijing, 
China. It opened its first eight-theaters, 
1,700-seat multiplex in ZHONGguan 
Village, China on Jul. 4, 2007, hoping to 
attract Chinese audiences. Last 
December, Megabox established Beijing 
ZHONGguan MEGABOX Cinema Co. 
Ltd., a joint-venture between a Chinese 
company and their Korean counterpart. 
It is planning to secure 25 screens with 
5,400 seats in three Chinese regions, 
including ZHONGguan Village and 
Ssanritun, by next year. According to a 
Megabox official, ZHONGguan Village 
has a large floating population, with 
many IT companies and universities in 
the vicinity. CGV also jointly established 
a multiplex with six theaters and 1,000 
seats with the Shanghai Film Group in 
Daning, Shanghai, last October, and is 
laying the basis for reaching the 
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Chinese market of 1.3 billion people. 
The CGV multiplex rated 1st in facilities 
and satisfaction rate in a survey con- 
ducted last year. A CGV official opti- 
mistically said, “CGV has substantial 
potential, as the Chinese government is 
expected to improve the system next 
year when the Olympic Games come to 
Beijing. We are planning to develop sev- 
eral additional sites, including one more 
in Beijing.” 


A clock-in system for working 
hours to be introduced 


A staff commuting time checking sys- 
tem will be introduced on film shoots. 
The most dramatic change will be the 
application of an hourly payment sys- 
tem, according to the 2007 Wage 
Agreement and Collective Agreement of 
the film industry, signed by the 
Federation of the Korean Movie 
Workers’ Union and the Korea Film 
Producers’ Association, (KFPA), last 
April. In order to eliminate any potential 
controversies over the abrupt changes, 
KFPA decided to introduce the 
CINE-ERP (Enterprise Resource 
Planning) system. Once the terminal is 
installed, all production staff, from the 
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= opening ceremony 
director to assistants, will submit their 
commuting times using electronic cards. 
Based on these records, the production 
company will check and manage their 
working hours to decide on appropriate 
compensation. 


Thai Film <13> wins top prize at PIFAN 


The 11" Puchon International Fantastic 
Film Festival had its closing ceremony on 
Jul. 19, 2007. The best feature-length film 
prize went to the Thai film, <13>, produced 
by director Chukiat Sakwirakul. The 
German film, <Grim Love Story> won the 
best director prize, (Matan Beitz), and the 
best actor award for Thomas Ksetshuman. 
This year, PIFAN seems to have regained 
the trust of its audience through its efforts, 
as it had been on the brink of collapse due 
to pressure from Puchon City two years 
ago. The festival, hosted by Mr. HAN 
Sang-joon, the new director of the festival, 
recorded 58.37% of daily ticket sales on 
average, dramatically exceeding the previ- 
ous year’s audience numbers. 


LEE Young-jin_CINE 21 





Interview with HAN Sang-joon 


Its arelief that PIFAN has 
recovered faster than expected 
Mr. HAN Sang-joon, Director of PIFAN 


Having long been in crisis with 
crippling operations and boy- 
cotts, PIFAN quickly became 
recovered after Mr. HAN 
Sang-joon, the new director, was 
appointed. We met Mr. HAN, the 
man who has set PIFAN on the 
right track. 





The programming was good. There are quite a number of new films by directors 


that young moviegoers have been waiting for. 
| have been in agony after being appointed as the director. As my background is as a 


programmer, | myself wanted to participate in the programming. At first, | planned to 
take total charge of the festival as both director and programmer. However, | thought 
that this was not a good situation. Frankly, there were some programs | didn't really like 
among the films selected by the two programmers; but | wanted to empower them with 
complete responsibility. 


In a certain respect, it might be said that this is the first ‘normalized film festival’ 


for the past three years. 
There were many problems, with a lot of criticism targeted at the festival last year. 


There has been little this year. In fact, | thought that it would take quite a while for the 
voices of criticism to disappear; however, | am pleased that the festival has found its 
proper place in the industry sooner than expected. 


There are some concerns that the original concept of the fantastic film festival 


has become blurred. 
Watching only horror movies at a film festival for only ten days can drive people mad! It 


iS difficult to fill this film festival with movies only for fantasy film fans. Actually, 2/3 of films 
are of the fantastic genre. If we can maintain such a programming regime faithfully, we 
can expand the other third with a broader range of genres. It is clear that we have main- 
tained the ‘fantastic’ feel of the festival as a whole. 


What are your plans for the future? 
Having started by benchmarking the Yubari International Fantastic Film Festival, (YIFFF), 


and the Brussels International Festival for Fantasy Films, PIFAN has fast grown to a level 
that cannot be matched with Yubari. PIFAN is the largest film festival in a Metropolitan 
Area and, has a number of geographical advantages, as the city is located near Seoul. We 
have to look at the standing of PIFAN in view of film festivals all over the world. | want to 
elevate its international standing. With such a vision, the potential of Puchon looks quite 
good. 


KIM Do-hoon _ CINE 21 
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Next Plus Summer Film Festival 


A fantastic film festival to be enjoyed within the city center! 


The Korean Film Council 
(KOFIC), represented by AN 
Cheong-sook, co-organized 
the ‘Next Plus Summer Film 
Festival’, to take place over 
the one-month period of 
July 19 to August 19, 
2007, along with the , 
Seoul Metropolitan City, / 
the Korea Association 
of Cinematheques, and 
the Art Plus Cinema 
Network. This film 
festival is quite significant 
since it is the first ever joint Korean event 
held across cinemas of the Art Plus Cinema 
Network in the Seoul area. Each cinema 
planned an event according to its own char- 
acteristics, with joint previews over the films 
scheduled to be released in the second half 
of the year. Other events, including the 
KRW 1000 discount program, have been 
enough to attract film audiences. The 
<Amateur Sinning Contest>, imported by 
Cine Quanon Korea, and directed by 
Kazuyuki Izutsu, (famous for <We Shall 
Overcome Some Day> and <The Tiger and 
the Snow / La Tigre e La Neve> - imported 
by Jin Jin Pictures and directed by Roberto 
Benini, known best for <Life is Beautiful / La 
Vita e Bella>), will be introduced in the joint 
event programs. The Next Plus Summer 
Film Festival was successful in laying the 
first foundations of forming a festival that 
cinemas and audiences can enjoy together. 
It introduces a variety of genres not normally 
available at multiplexes, to attract audiences 
tired of blockbusters and commercial 
movies. It also offers something special to 
do in the summer. 

The Next Plus Film Festival, which con- 
nected the city centers of Seoul from 
Gwanghwamun, Jongno, Daehakno, 
Myeong-dong, and Sangam-dong, was 
arranged to include events that represented 
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each cinema’s own color. Jongno Sponge 
House offered <Japan Indie 
Film Festival>, its contin- 
uous ambitious project 
since 2006, Film Forum 
offered <The Films of 
Howard Hawks>, producer 
of a wide range of genres, 
including gangster films, 
western films, and film noir. 
Seoul Art Cinema’s <Cine 
Vacance_Seoul> provided a film 
feast of over 100 films. Audiences 
were able to get the chance to 
meet the great Swedish direc- 


A 


tor through the <Ingmar Bergman 
Retrospective>, and a number of marvelous 
documentaries through the <DOCU plus in 
NADA> program. CQN Myungdong offered 
the <Queer Film Festival>. 

KOFIC, with the Art Plus Cinema Network, 
plans to approach not only art film audi- 
ences, but also the general public in a more 
intimate way through the Next Plus Summer 
Film Festival. The Next Plus Summer Film 
Festival, which screens a wide range of gen- 
res - from classics of great directors, to sen- 
sational comedies - is expected to become a 
truly national summer film festival enjoyed 
by the people of Seoul for many years to 
come, and indeed, intends to expand 
beyond the Seoul region, working with all 
the cinemas of the Art Plus Cinema 
Network. 


A Program to Circulate Korean Films 


in North America 


The Korean Film Council is happy to 
announce plans to circulate Korean Films 
across North America. 

To date, Korean films have been unable to 
gain a foothold in the North American region. 
Despite a number of major film festival suc- 
cess and numerous screening programs, 
North American audiences remain unfamiliar 
with Korean films. Therefore, KOFIC planned 
a circulating screening program of Korean 
films in North America, with the hope that 
North American audiences would become 
more familiar with Korean films. 

This program is focused on the theme of 
‘The variety of Korean Cinema,’ and features 
ten films, including a classic, a documentary, 
art films, an independent film, and commer- 
cial films. The circulating program will be 
held across numerous locations, such as art 
house theaters, university theaters, archives, 
and institutes in North America, with a spe- 
cial interest in screening these films. The fol- 
lowing are the ten films to have just com- 
pleted their copyright clearances: 


= 


. Flower in Hell, 1954, SHIN Sang-ok, 
Classics 

2. Marine Who Never Returned, 1962, 
LEE Man-hee, Classics 

3. Wildflower in Battlefield, 1974, 
LEE Man-hee. Classics 

4. Barking Dogs Never Bite, 2000, 
BONG Joon-ho, Art film 

5. Grain in Ear, 2006, ZHANG Lu, Art film 

6. Driving with My Wife's Lover, 2007, 
KIM Tae-sik, Art film 

7. If You Were Me 2, 2005, KIM Dong-won and 
five other directors, Independent film 

8. Our School, 2007, KIM Myung-joon, 
Documentary 

9. The King and the Clown, 2006, 
LEE Joon-ik, Commercial film, 
Costume drama 

10. The Forbidden Quest, 2006, 


KIM Dae-woo, Commercial film, 
Costume drama 


lf there are any other organizations 
(venues) that are interested in screening 
these films, please contact Ms. Denise 
HWANG, (+822-958-7592, dmh- 
wang @kofic.or.kr) of the International 
Dept. of KOFIC, or Ms. Sun-young 
MOON of the KOFIC USA Office, 
(323-932-7033, symoon @kofic.or.kr), 
for assistance. 

KOFIC can provide 35 English-sub- 
titled prints of these films and other 
related materials, (photos and 
reviews of each film), with copyright 
clearance status. Organizations who 
want to hold this program are only 
required to prepare some promotional 
material. Furthermore, if they are able 
to provide some additional program- 
ming features, such as a panel dis- 
cussion, it would be good. They can 
add or exclude some films from this 
program, but in this case, they should 
clear the copyright issue of other films 
by themselves. 

As KOFIC plans to add more films 
every year to support the venues to ,. 
be able to offer a wider range of j | 
selections, it is expected that the 
introduction of Korean films in North # 
America will only become more vivid 
in the near future. 





KOFIC Announces Fellows for the 2007 
Filmmakers Development Lab 


Officiating in Los Angeles at the opening 
of the first representative office of the 
Korean Film Council (KOFIC) outside 
Korea, Chairperson Ms. AN Cheong-sook 
announced the line up of Fellows and 
Mentors for the second KOFIC Filmmakers 
Development Lab aimed at emerging film- 
makers of Korean and Korean descent in 
the diaspora. 

The Filmmakers Development Lab 
chooses five emerging filmmakers from sub- 
mitted scripts. These Fellows are matched 
with individual Mentors drawn from the film 
industry in Korea and the United States. The 
Fellows and Mentors spend a week in 
Hawaii in one-on-one sessions developing 


their scripts. The Fellows and their projects 
are then presented to producers, financiers, 
production companies at the Independent 
Feature Film Market in New York in 
September, and at the Pusan International 
Film Festival in Korea, in October. The Lab 
and its activities are wholly funded by the 
Korean Film Council, and held in partnership 
with the Academy for Creative Media at the 
University of Hawaii, and the Independent 
Film Project in New York, and CAAM 
(Center for Asian American Media) in San 
Francisco. 

“The first Filmmakers Development Lab 
held in 2006 was successful in encouraging 
and focusing the Fellows on developing their 


scripts and skills to help realize their projects 
and nurture their professional careers,” said 
Chairperson An. “We are pleased to support 
and organize this second Lab to build on the 
success and experience of last year’s effort. 
As a demonstration of our strong support of 
the Lab, and our wish to help filmmakers of 
Korean descent, we will also be awarding 
US$40,000 to the most meritorious Lab 
script or scripts later this year.” 

The Five Fellows for the Filmmakers 
Development Lab 2007 are: 

NATHAN ADOLFSON- “MODEL AMERI- 
CAN”- a Korean American adoptee from the 
Mid-West now based in Los Angeles. 

CHRISTINA CHOE- “GUESS WHO’S 
COMING FOR KIMCHEE?”- is a documen- 
tary filmmaker, video artist, TV editor and 
screenwriter based in Los Angeles. 

JEYUN CHOI- “GRAND ISLAND”- is a 
graduate of MIT and UCLA currently work- 
ing at Vertigo Entertainment in Los Angeles 
where she is co-producer of NOTE TO 
SELF comedy project. 

SAMUEL KIEHOON LEE- “THE PLEON- 
SASTIC”- is based in Ontario, Canada and 
graduated in film studies from Queen’s 
University. 

GENE RHEE- “THE OUTSIDER’”- gradu- 
ated top of his MFA class from USC Film 
School’s Peter Stark program and received 
the Cinema Circulus Scholarship Award. 

Chairperson An also announced the 
Mentors for the 2007 Lab. JONATHAN H. 
KIM has produced five of the top 50 highest 
grossing Korean films of all time including 
SILMIDO, the first Korean film to surpass 10 
million domestic ticket sales. JOOICK LEE 
is a well known producer in Asia, active in 
international co-productions including THE 
BATTLE OF WITS. PEGGY RAJSKI is a 
veteran producer of indie films and main- 
stream Hollywood productions. BRANT 
ROSE started at United Talent Agency and 
set up the Brant Rose Agency in 2000 to 
represent writers, directors and producers 
for film and TV. BARRY SABATH is Senior 
Lecturer and Senior Mentor at the American 
Film Institute. (A full review of KOFIC FDL 
2007 will be in the next issue) 
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REPORT 1 Slimmer Productions of Korean Films 


Size is the Problem 


Producers are looking for new ways out through a reduction of 





production costs 


he Korean film industry is 
T quite busy ‘losing weight.’ 

While the film industry is cur- 
rently facing a fierce ‘knife wind’ 
due to the drastic negative prof- 
itability levels last year, different 
ways of approaching film produc- 
tion are being observed increas- 
ingly commonly. In comparison 
with the average production cost 
of KRW 3.5 billion, attempts are 
being made to produce movies 
with ‘slimmer’ budgets of less than 
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<The Friends> 


KRW 2 billion. These films have 
larger production costs than low 
budget independent films, which 
are ordinarily produced for less 
than KRW 1 billion, but they are 
made with smaller budgets than 
those of commercial films. These 
attempts are significant in that 
they are being applied to commer- 
cial genre films. 

<Femme Fatal>, a low budget event 
film from Sidus FNH, released at the end 
of August, is one such film. Sidus FNH, 


quite successful with <My Scary Girl> 
last year, plans to continue its success 
story with <Femme Fatal>, a remake of 
<No Dessert for the Detective> a comic 
horror. Only KRW 1.7 billion, half of the 
average production cost of Chungmuro 
commercial films, was spent in net pro- 
duction costs. Marketing expenses are 
budgeted for around KRW 1.3-1.5 billion, 
at least KRW 0.5 billion less than the 
average marketing expenses for films of 
this nature. Sidus FNH also decided to 
make <Truck> a thriller that depicts a 
battle between a truck driver and a serial 
killer within a narrow production period 
space, as well as <The Prudent Miss 
Shin> a romantic comedy, starring HAN 
Ye-seul, who became popular in the TV 
series ‘Fantastic Couple’. The film will 
cost around KRW 2 billion. 


Keep it under 2 billion Won 
Similar attempts can be found among 
other producers as well. <Attack On the 
Pin-up Boys> recently released, is a 
schoolboy, young adult film, made with 
only KRW 800 million, and represent- 
ing the first production of SM 
Entertainment, who brought the Korean 
Wave Movement, as a management 
company for singers, to the Korean film 
industry. Recently, SM Entertainment 
entered the film business by establishing 
SM Pictures as an affiliate company, 
making this film to test the possibility of 
entering the market. As Super Junior, its 
sponsoring music group, joined in the 
efforts, it was possible to save on casting 
costs. All KRW 2.1 billion in the produc- 


tion costs of <The Friends> a drama 
directed by LEE Young-jae of <The 
Harmonium in My Memory> fame, and 
produced by Cinema Zenith - which brought 
us <My Boss, My Teacher> - was invested 
by the production company itself. <Meet the 
Love>, a melodrama directed by PARK 
Dae-young, (of <Love Wind Love Song> 
and <Just Do It> fame), was selected in the 
KOFIC HD Film Production Support 
Program last year, and made at a net pro- 
duction cost of only KRW 700 million. “I 
have not thought of making films like this, 
but when I heard that a lot of people in the 
film industry will face difficulties, I thought 
of approaching low budget production tech- 
niques,” said Mr. LEE Min-ho, the President 
of Dream Pictures. 


Slim-sized films 
under production 


MBC Production, who boomed with HD 
film projects in Chungmuro with <My 
Scary Girl> is preparing three new films. 
KIM Eun-sook, the director of <Ice Rain> 
is preparing to shoot, 
<Wonderful World>, a 
romantic comedy of two 
men and one woman 
working at the same 
hospital. JO Bum-gu, 
who directed <Three 
Fellas> is working on 
<Korean Style Apartment 
Murder> the story of a 
family who visit a new 
town only to encounter 
murder. GO Soo-kyung, 
a new face, is getting 
ready to make <Killing 
Women> the story of a 
mother and two daugh- 
ters who plot the hus- 
band/father’s death. 
Producer KIM Hwa-kyeong, who is head- 
ing up all these projects, says that the 
“budgets for each film is around KRW 1 bil- 
lion, and these projects are possible 
because we can utilize HD professionals 
and the infrastructure of MBC. All three 
are being story-boarded currently, and one 
of the two of them might crank out at the 
end of the year.” 

The sudden cold wave in Chungmuro 
caused general commercial films to look for 





support policies for art films. For 
instance, it is said that 87 films 
were presented to the Art Films 
Production Support Project of the 
KOFIC recently, a far higher num- 
ber than usual. It has been 
reported that many films not even 
suitable for the ‘art film’ specifica- 
tion were included in this number, 
suggesting a real crunch in the 
industry. KIM Young-jin, an edi- 
tor of FILM 2.0, said that “one 
third of the applications were 
films in categories of general com- 
mercial films, not art films.” He 
continued by saying that “works of 
some production companies 
apparently known to have sound 
financial status’, and with Class-A 
Chungmuro directors were also 
included. This means that the 
Korean film industry is facing seri- 
ous funding problems.” 

It is also said that lots of films are being 
submitted to the KTB Investment 
Association Fund for Variety Films, which is 
co-operated with the 
KTB Network and the 
KOFIC. This KRW 8 bil- 
lion fund is operated for 
investment into plan- 
ning and developing of 
independent films, with 
variety films represent- 
ing 50% of these, and 
general commercial 
films the other 50%. As 
the first beneficiary of 
this fund, <Wonder 
Years>, was Selected, 
and <Sleeping Beauty>, 
an omnibus style inde- 
pendent film, directed 
by 25-year-old female 
director LEE Han-na, 
was selected as the second winner. 


<Femme Fatal> 


The rationalization 
of film production 


However, many producers hesitate to 
announce that their slim sized films are 
actually ‘low budget commercial films.’ Such 
a categorization can create an unnecessary 
misunderstanding of the film’s quality. 
There are people who are concerned with 





<My Scary Girl> 


these trends. One producer suggested that 
“spending too little means giving up on 
quality, which can, in turn, create the 
impression to audiences that ‘Korean films 
are not interesting and are imperfect.’ If that 
is the case, Korean films may repeat the 
same failures of the Hong Kong film indus- 
try. Maybe this is the right time to aggres- 
sively invest in larger scale films.” 

On the other hand, there are a number of 
producers who complain that if it becomes 
too difficult to persuade investors to invest, 
making films at all will soon be impossible. 
One producer, who plans to cast two 
well-known actresses in a forthcoming com- 
mercial film with less than KRW 2 billion, 
cynically mentioned that “reducing the bud- 
get or not, there is no difference since there 
is no investment.” He added that “reducing 
the cost is not the only answer. We are now 
studying what production costs are appro- 
priate for what genres.” Currently, Korean 
producers are doing lots of homework. 
Many producers agree that a system must 
be settled to develop better pre-production 
schedules and shorter production periods. 
Chungmuro, which is suffering from a dras- 
tic draught of money, is looking at a variety 
of survival strategies. 


HAN Sun-hee _ FILM 2.0 
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REPORT 2 Robot Taekwon V 





Re-released after 30 years, <Robot Taekwon V> has made 
Korean animation box office history 


obot Taekwon V, Korea’s 
FR first robot animation, 

released in 1976, drew an 
explosive reaction when it was 
first released. A ruthless scientist 
declared war by building a red 
empire served by robot troops. 
Robot Taekwon V is the hero 
defending Earth from the mad sci- 
entist. It was clear that the story 
followed a simple vice-and-virtue 
structure aimed at children, with 
the characters design as an imita- 
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<Robot Taekon V> 


tion of the Japanese animation hit, 
<Mazinga Z>. However, Taekwon 
V was an amazing film to emerge 
from the Korean animation pro- 
duction environment at its time, 
when the only animations being 
produced were made by collecting 
animation cells brought to Korea 
by US troops. 

Most of all, the idea of connecting 
robots with taekwon-do, Korea’s national 
sport, played a crucial role in inspiring 
the Korean pride that explained this 


film’s immense popularity. By portraying 
taekwon-do actions through coloring 
cuts from the pictures of taekwon-do 
instructors, the rodoscoping technique 
was tried for the first time in Korea’s ani- 
mation history. Having enjoyed an enor- 
mous popularity, that required audience- 
members to be charter-bussed to cine- 
mas to see it, <Robot Taekwon V> was 
seen by 180,000 audience members in 
Seoul alone, ranking for some time num- 
ber one among animation movies, and 
second across all film categories - 
unprecedented for an animation. 


Re-discovered after 30 
years... and a Restoration 


<Robot Taekwon V>, which appeared 
in theatres for 14 years from 1976 over 
seven different formats, finally disap- 
peared in 1990, with the significant fail- 
ure of <Robot Taekwon V 90>, made 
through a synthesization with real 
images. 

With the prolonged depression period 
of Korean animation projects, <Robot 
Taekwon V> naturally disappeared from 
the memories of the public. That 
Taekwon V could rise again is far from a 
small coincidence. The original film was 
lost during export to the U.S.A. However, 
the negative was accidentally discovered 
in the film archives of the Korea Film 
Council in 2003. After acquiring the 
image sources by a process of film scan- 
ning, a large-scale restoration process 
began, erasing the scratches, and correct- 
ing the colors of each of the 108,000 


After acquiring the image 
sources by a process of 
film scanning, a large- 

scale restoration 


process began. 


frames. With a budget of around KRW one 
billion, and the hard work of a total of 72 
people, the restoration process was finalized 
in two years, and <Robot Taekwon V> 
finally revisited theatres in a digital restora- 
tion format on Jan. 18, 2007. The reaction 
was phenomenal. Families rushed to the 
theatres to watch the film. Notwithstanding 
the time lapse of 20 years, <Robot Taekwon 
V> in the 21st century drew audience num- 
bers of 750,000 nationwide, recording the 
largest audience levels in Korea’s animation 
history. It is thought that this second coming 
was caused by the great nostalgia people had 
for the original. Those people are now in 
their 30s and 40s, and wished to share the 
experience with their children. The 
fever-pitch reaction to the film’s re-release, 
however, requires more factors to explain it 
fully. With marketing costs forecast at 
approximately KRW 90.0 billion, it is sug- 
gested that nostalgia alone cannot explain 
its popularity a second time around - it had 
to reach out to a whole new audience. 


New Possibilities 
for Korean Film Industry 


It is not surprising that the 
return of Taekwon V is being pre- 
pared as a long-term project, 


rather than as an event-like 3 


A 


incident. The split pieces of 


the Taekwon V copyrights were resolved 
over the past seven years, and a new char- 
acter company has been established. Now 
Robot Taekwon V Co., Ltd. is planning an 
online game, 3D-animation, a live-action 
version, a musical, a theme park, and some 
Taekwon V figures. What seems to be 
drawing the most attention is that the 
President of Robot Taekwon V Co., Ltd. is 
SHIN Chul, the CEO of Shincine 
Communications Co., Ltd., famous as a 
Chungmuro producer, and master of the 
launch of the Korean film industry as an 
international force, with <My Sassy Girl> 
being the stand-out example. He is pre- 
senting Taekwon V as a new possibility, 
one that can cut through the current 
depression in the industry, and not just a 
character business hit. Despite its renais- 
sance since the 1990s, the Korean film 
industry remained idle in terms of 
expanding into additional markets. 
Industry players fought for the single pie 

of the Korean cinemas. 
SHIN claimed, “it is 
very important now to 





















Cl a 
oe a a 


diversify income 
*’ sources,” emphasiz- 
ing that “Taekwon V is 
a character that can be 
expanded into games, pub- 
lishing, and toys, etc.” 


Such remarks 
sound not unlike those of 

Walt Disney. In reality, Taekwon V 
figurines, which began selling on reserva- 
tions from July 24 in commemoration of 
the 31st anniversary of Taekwon V, sold out 
in just two days. Taekwon V in the 2000s, 
created with the original images through a 
modernizing renewal process was well 
received by the public. The webtoon <V>, 
which runs online, is another interesting 
example of the modern changes made to 
Taekwon V. Referring to events of the past 
thirty years, since the original’s creation, 
the cartoon series adopts styles and arche- 





Before restoration 








After restoration 


types from Korea’s modern history, by 
adding the bold imagination of a robot 
being used as a propaganda tool bya 
repressive government. CEO SHIN Chul’s 
comments that the story of <V> will be the 
framework of 3D animation for the future 
implies that the direction that Taekwon V 
will take will not be limited merely to its 
own restoration... it will chart its own 
course, based on a retranslation and recre- 
ation. 
The reason for the likely success of 
online games, animations, the 
live-action film, the musical, toys, 
» and the theme park is the huge 
symbolic significance of Taekwon 
> V. Taekwon V is the greatest eye- 
witness of Korea’s character his- 
tory--- a native guardian and hero from 
the old days. Issuing Taekwon-do certifi- 
cates, forming the subject of lectures at 
universities, and now managed by a spe- 
cialist TV and image consulting manage- 
ment company, Taekwon V has already 
exceeded expectations as a simple toy 
robot. Suddenly, out of the dust of our 
memories, Taekwon V has just made its 
first step toward the most important task 
for its resurrection... securing contempo- 
rary relevance, rather than simply appeal- 
ing only to the tastes of old or as a symbol 
of blind patriotism. 


CHOI Ha-na __ CINE 21 
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The Korean Film Council (KOFIC) announced seven films selected for the 
Art Film Production Support Program in 2007. This program, which 
has so far supported some excellent films, such as <Family Ties>, <This 
Charming Girl>, and <Bewitching Attraction>, will provide KRW 400 
million in cash for each film. Winners this year cover a wide spectrum, 
from weighty directors like KWON Chil-in and HONG Sangsoo, to new 
faces like YOON Jong-bin and II Ha. 


The Korean Film Council (KOFIC) has announced 


seven films selected for the Art Film Production 


Support Program in 2007. 


<The Bad Sleep Better> 


Director KWON Young-chul 
Production Film Line 





Debuting with this film, director KWON Young-chul 
took the title from <The Bad Sleep Better>, by Japanese 
director Akira Kurosawa. However, the mood of this film 
is more similar to those of Quentin Jerome Tarantino. 
Presenting the subjects at the front and ends of the film, 
<The Bad Sleep Better> is a film in which the conclusion 
of events is presented first, with what happens from the 
beginning then resuming. 

Yoon-sung, a young man in his 20s working at a gas 
station, is practically the head of his family because of his 
alcoholic father, Tae-ho. Tae-ho frequently asks his wife 
for money, spending most of it gambling. Having left 
home, because he cannot stand it anymore, Yoon-sung is 
tempted to rob a bank, encouraged by his colleague at 
the gas station, Jong-gil. Yoon-sung’s sister, Yoon-kyung, 
meets an illegal Korean Chinese through the agency of a 
high-school student broker, Bovary. Yoon-sung is 
unstable because of the excitement of committing 
a crime, and because of his disillusionment 
toward his father. Jong-gil and Young-jo 
decide to get rid of him. Yoon-kyung also i 
attracts danger because of Bovary, andthe ™ 
porn director Mr. LEE. 







Director KWON Young-chul sets a con- 
frontation structure to prevent <The Bad 
Sleep Better> from becoming too complex a | 
film, as it has over six main characters. “I tried 
to maintain a dysphemistic attitude when writ- 
ing the scenario. There are movies that see bad 
guys from an understanding point of view. Here, how- 
ever, I depicted them close to absolutely evil, but include such a 
variety of characters so as to leave room for the audience to think 
about them more.” KWON Young-chul, who reminds us of 
Tarantino in the way he uses the discontinuation and inversion of 
time, actually likes Tarantino himself. “I like Tarantino. I want to 
talk about serious stories using black humor. A person who can 
talk easily about difficult stories is really smart.” Having com- 
pleted the first draft of the scenario and currently working on the 
storyboard, KWON is trying to find his own style, without losing 
the audience’s interest. 


<The Travel> 
Director Il Ha 
Production NDS5317 





A road movie of three men searching 
for different things. A music columnist, 
Jin-hwi, after three years of marriage, 
announces on air that he intends to 
divorce his wife. When he comes home 
after spending time with his wife’s 
ex-lover and his best friend, Jeong-min, he 
finds only his wife, Young-shim’s, letter. He 
figures out that she wrote it the day before he 
announced his intention to divorce her. Angry at being 
beaten to it, he goes to find Young-shim, traveling with 
the very innocent Jeong-min. You-kwak, who claims to 
be Young-shim’s brother, joins them. 

Gaining both attention and controversy at the same 
time with his debut film, <Bewitching Attraction>, 
director II Ha says, “I always wanted to shoot a road 
movie, and this one, with a man looking for his wife, 


_ seemed like the right project.” The first step toward 


Gangreung leads all the way to Vietnam. Director II 
Ha has been to Vietnam. “The reason I chose 
Vietnam is that Vietnam is cheap (laugh). But also, 


7 it is easier to get to than the US or Europe, and yet, 


seems far away. Vietnam is a nation of endless pos- 
sibilities. It looks like a country where Korean out- 
casts can start a new life.” 

What kind of story can we expect from a road 
movie featuring three male characters? Director II 
Ha revealed his purpose when he said, “strange feel- 
ings emerge about marriage, life, love, and friendship 
in a journey taken by three men.” However, <The 
Travel> doesn’t look like it is going to be simply a 
pleasant, fun film. As the director says, “unexpected 
things happen during the journey.” He does, how- 
ever, still reveal his cold smile. II Ha is preparing for 
<The Travel>, an unexpected road movie, with pro- 
duction company NDS5317, run by his former film 
academy colleague, director NOH Dong-seok, famed 
for <My Generation> 
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<Night and Day> 


Director HONG Sangsoo 
Production bom Film Productions 


Seong-nam, an artist in his 40s, left for 
Paris without any plans after getting in trouble 

for smoking marihuana. Although he always 
wanted to go to Paris, he is bored with spending 
every day as a fugitive. The worries over his wife 
back in Korea also begin to affect him. One day, he 
meets Yoo-jeong, an art student with white and skinny ankles, 
and becomes deeply attracted to her. <Night and Day>, a film 
shot by director HONG Sangsoo in Paris, delivers to us the 
conscience of a man wandering around Paris. The film uses 
Seong-nam’s diary entries as narration pieces, giving us a rare 
glimpse inside a rather lost man. All other characters can only 
be seen through Seong-nam’s eyes. Printed text, including 
memos, letters, the Bible, and news articles are also inserted 
by narration. Director HONG Sangsoo said, “I wanted to fill 
everyday lives - composed of days and nights - with those 
parts of our lives not normally accessible within familiar ide- 
ologies or forms.” Seong-nam does find relief, however, with a 


resurrection in the form of borrowing lies. 













<Invention of Family> 
Director KWON Chil-in 
Production IN Cosmos Co., Ltd. Cinewise 


The word ‘family’ can arouse a number of emo- 
tions and definitions, depending on the person 
using it. In a low-cost film, <Invention of Family>, 
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from director KWON Chil-in of <Singles>, the family sits 
close to the necessities of life, something both necessary 
and burdensome, but nevertheless something that adds 
shine in one’s life. The characters in this film invent a new 
family, after leaving their own. Myung-won and 
Kyung-rin are a five-year married couple. A doctor at a 
™, general hospital, Myung-won cut off his relationship 
with his parents, who were opposed to his marriage 
with Kyung-rin, a recent graduate of a women’s com- 
mercial high school. Kyung-rin does not, however, feel 
any great passion toward her devoted husband. To her, 
Myung-won is just a ‘family member,’ and somewhat of 
a habit for her. One day, Dong-ju, a radiologist and col- 
league of her husband, appears to Kyung-rin. Although he 
arouses in her long-lost passions, she dares not approach 
him. In between these women and men, Kyung-rin’s 
friend, Ji-heun becomes involved. Ji-heun started living at 
Kyung-rin’s house after being fired when her immoral 
relationship with her supervisor was discovered. 
<Invention of Family>, which starts with a variety of wed- 
ding ceremonies, is a film that delicately digs into the 
expression, “how can you sleep with your family?” - an old 
joke. In the Korean film market, where dragons are cur- 
rently wandering, the film is a great vision of creating a 
niche market at low cost, and a way of dealing with our 
own stories. 


<Boat> 


Director KIM Young-nam 
Production Craze Pictures 







Writer Watanabe Ayaga 
will write the screenplay. He | 
has previously shown a delicate t - f ' ™ 
and warm-hearted emotion, in — " 
Japanese Youth films such as, 
<Josee, The Tiger and The Fish> and <Maison de 
Himiko>, and it will be directed by KIM 
Young-nam of <Don’t Look Back> fame. Hyung-gu, 
a young man in his 20s, has been raised by his rela- 
tives after being abandoned by his family at a young 
age. Going back and forth to and from Japan as a 
drug deliveryman, under instruction of a distant 
relative uncle, Bo-kyung, Hyung-gu becomes 
involved with the Japanese youngster, Tooru, 
who meets him at his every visit to Japan. The 
chance of both youngsters looking at the real 
shapes of themselves begins with the moment 
when uncle Bo-kyung abducts a lady called 
Ji-soo. Tooru tries to extort Ji-soo for money, and 







asks Hyung-gu to work with him. Tooru needs the 
money because he has an old mother, a single-mother 
sister with three children, and a nephew on life sup- 
port. Presenting a noir-like drama, <Boat> tries to 
stare at youngsters unable to relinquish their very 
humanism in a cruel reality, rather than focusing sim- 
ply on the crime genre. The genre might be referred to 
as ‘Human Youth Noir.’ This is a film about how a 
young boy grows up after living a childhood filled with 
the need to protect others. 


<Man in the Neighborhood> 


Director JANG Dong-heung 
Production Triz Club 







This is a film from JANG Dong-heung 
after a long gap since <Before the Night 
of Breakout> and <If it Snows on 
Christmas>. JANG Dong-heung, who 
thought up the idea of this film with his 
friend, CHEON Myeong-guan, the writer 
of ‘Whale’ and the scenario writer of this 
film as well, said that he, “wanted to speak 
about something that I know of, what I’ve seen 
around often, my friends, and my colleagues. 

Somewhat of my own story has been reflected in this.” As he says 
it, <Man in the Neighborhood> is the story of ‘a man who we 
know and who is gradually getting further away from his dreams 
in his twenties.’ 

Sang-su, who is a real estate specialist, is a father of twins, but 
is always busy looking re-development projects, demolition pro- 
jects, and in the company of other women. As is common among 
the 386 generation, he used to be somewhat involved in the stu- 
dent demonstration movement and had purity and dreams a 
long time ago. One day, an ex-lover, Gyeong-hee, shows up. He 
helps her set up a lingerie business. Then one day he faces dan- 
ger. There are problems in the resort project he cared so much 
about, and his wife is having an affair with another man. 
Sang-su, with a heart to freshly start everything again, leaves for 
a trip with only a small bag in his hands. Jang Dong-heung, 
born in 1963, passed through his late 30s and early 40s, the age 
range of Sang-su in this film, and he may be familiar with the 
‘experiences of all of us who are gradually changing after we 
have completed our military assignments, graduated from col- 
lege, and had a family.’ However, not everything is changing just 
because you get old. What brought Sang-su here after all this? 
<Man in the Neighborhood> is a film that searches for the 
answer to that question that looks easy on the one hand, yet is 
difficult on the other. 


<Beastie Boys> 
Director YOON Jong-bin 
Production | Love Cinema 









A new film by director YOON 
Jong-bin, who drew a great deal of 
attention with <The Unforgiven>, his 
graduate film from Choong-ang 
University. Explaining the start of this film 
by saying, “I wanted to talk about the Gangnam 
story,” YOON became acquainted with hostesses while work- 
ing part-time as a waiter for a month in a hostess bar located 
in Gangnam. He completed the scenario based on his experi- 
ences. A son of a broken home, Seung-woo works as a host, 
with a small wish to open a little store of his own. An 
employee at a massage shop, Ji-won meets Seung-woo. She 
soon moves in with him. A retired host bar madam, 
Jae-hyun runs up debts as Seung-woo begins to indulge in 
gambling and extravagances. Looking for ways to pay her 
debts, Jae-hyun tries to extort money from Ji-won’s sister, 
Yeo-jeong, using the fact that she has fallen in love with him. 
In his movie, <The Unforgiven>, director YOON Jong-bin 
described the inner side of weak and timid men... those men 
who pretend to be strong. He also dealt with the rather 
unmanly behavior of men confronting a world bigger than 
their own. His study on manhood is similar in <Beastie 
Boys>, with one important addition. From the behavior of 
Seung-woo, who treats the hostesses just as he was treated at 
the host bar, we can also understand the injustice of imbed- 
ded economic hierarchies. 





YOON Jong-bin’s <The Unforgiven> (2005) 


KIM Hyun-jung_Columnist 
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SPECIAL 1 Korean Films at VENICE 


irector JEON Soo-il is a 
ID well-known person whose efforts 
in independent filmmaking dur- 
ing Korea’s new wave in the industry have 
been remarkable. Based in Busan, director 
JEON Soo-il has made films as different as 
the distance from Seoul, the center of 
Korea’s culture and economy. Introducing 
himself with <Wind Echoing in My 
Being>, with the third volume completed 
and exhibited at the 1997 Cannes Film 
Festival, his career then entered the medi- 
tation and contemplation stages. <With a 
Girl of Black Soil> is his first story among 
the ‘3 Girl Series.’ The film is set among the 
background of a mining village in 
Gangwon-do. 
In line with global trends, the mining 
industry in Korea is a symbol of collapse. 
Young-rim’s family leads a miserable life 
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on the black soil. The house they live in is 
designated as a removable village house, 
and her father, suffering from pneumoco- 
niosis, cannot support them any longer. 
His newly opened business is also facing 
crises, after being deceived of truck rental 
amounts. What is worse, his daughter’s, 
Young-rim’s, elder brother cannot lead a 
normal life, because he is mentally 
retarded. <With a Girl of Black Soil> 
slowly moves from the story of a suffering 
family, centered on the girl’s father, toward 
that of Young-rim, who is enduring this 
life. One of the most impressive scenes in 
this film is the scene in which Young-rim 
steals from a convenience store. When her 
drunken father asks her to buy him some 
soju, Young-rim goes downtown and steals 
some food. She ventures into a piano acad- 
emy and falls asleep. The existence of the 








piano, once regarded as a symbol of 


wealth, is a medium that recalls 
Young-rim’s friend. 

The collapsing family in the mining vil- 
lage cannot be regarded as a particularly 
different story. However, director JEON 
Soo-il’s contemplative frame contains the 
facial expressions of uneasy children, those 


who have to live on the black soil, with a 


strange sense of abundance. The facial 
expression of Young-rim, who put mouse 
drugs in the meal her father is eating, and 
waits for something to happen at a bus 
stop, makes us contemplate the souls of 
those people who have to endure lives 
beyond their mere times and spaces. JEON 
Soo-il, a director produces poetic films 
through the use of simple lines, shows the 
facial expressions of blooming souls on 
black soil. That can be expressed as the 
purity of a dancing girl’s innocence, the 
pain of a girl running away, and the dark 
vision of life without full knowledge. The 
reality is dark. However, the girl is too 
young to understand this, and her life has 
long to live. The camera of JEON Soo-il 
travels along with her life. 


What was the reason for staging the views 
of children as if recalling your early films, 
such as <Wind Echoing in My Being>? 

The sad stories of the miners that I heard 
during the shooting of <Time Between Dog 
and Wolf> form basis of this film. How 
children can accept the tragedy of family, 
including their father’s job losses, pneumo- 
coniosis, and how they are going to deal 
with the situation, is why I wanted to make 
this film. I wanted to express the sad but 
beautiful memories of a forgotten mining 
region through the eyes of a child. Their 
reactions are incredibly innocent. 


The Collapse of a Family 


In the first section of the film, three sounds 
become consecutively co-mingled. The 
sound of the calling of the girl, the siren of 
the ambulance, and the loud sound of 
machinery-:- the emphasis on sound in the 
early part of the film was peculiar to me. 

I try to deal with sound effects as impor- 
tantly I deal with the characters. I also use 
music as a significant factor in any scene, 
in the form of sound and rhythm - more 
like sound effects rather then melodies. 
The voice of a brother calling, the ambu- 
lance sirens, and the machinations of the 
mining industry create a complex range of 


emotions for a little girl, although she fell 
asleep on the desk, yet at the same time, 
acts no differently than before. 


Although a special actress, KANG 
Soo-yeon appears in the early and later 
parts of the film and always seems to be 
related with buses. She is not directly 
related to Young-rim’s family. However, she 
gives us the impression that she is like 
Young-rim’s mother. 

The role of KANG Soo-yeon is the view 
of others looking at this family, or the view 
of absolute being. The first idea is of the 
eyes of a lady looking at Young-rim’s fam- 
ily when they are playing at a bus stop. The 





second is as the eyes of a lady that meets 
Young-rim - quite sad on the bus as she 
takes her brother to the disabled welfare 
center. Perhaps, Young-rim might feel the 


loss and yearning from her mother’s 










absence. That is, the 

eyes of that lady might be 

regarded as the view of film 

looking at the joys and sorrows 
of a family. 


The ruined history of a family who has 
to live in the mining village is not felt par- 
ticularly strongly for me. Rather, those rep- 
etitions look typical. I’m talking about the 
last order to vacate, the brother who needs 
special education, and the father with pneu- 
moconiosis. However, the scene where 
Young-rim runs into the piano academy was 
very impressive. Here, the girl’s anxiety 
over her existence, and the ‘piano sound,’ 
representative of her friend, is co-mingled in 
confrontation. Can’t Young-rim’s situation of 
running away be considered the emotional 
climax of the film? 

The factors leading to the collapse of the 
family approach step-by-step, just like 
everyday life. They stimulate in Young-rim 
a crisis of consciousness. Her instinct for 
self-preservation and the protection of her 
family comes into play. Young-rim’s situa- 
tion and emotions lead to the fatal and 
tragic results that happen all too often in 
the mining region. This is expressed in 
Young-rim’s sleeping, her hiding in the 
piano academy after stealing things, the 
black water flowing in the river, and 
Young-rim staring at the piano when its 
sound wakes her up. 


| understand that your next movie will be 
also centered around a ‘girl.’ 

I plan to shoot my next film in Nepal. A 
Nepalese girl will be the main character. 
Therefore, I have formed the working title 
of <With a Himalayan Girl>. I don’t know 
how might change from here, as the film is 
still in the scenario-writing process. 


LEE Sang-yong _ Film Critic 
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JUHN Jai-hong's <Fish> in the Short Film Competition at Venice 


UHN Jai-hong’s <Fish>, in which the 

static and experimental screens raise 

the image of a sheet of an oriental 
painting, is a work about the desire and 
destruction of a man locked in his own 
world, and uses the strong expression of 
red color. A man, who lives in a small room 
with a cook that makes him fish dishes, 
faces the hidden desires deep inside, when 
he meets a mysterious woman. He had felt 
like a dead fish on a chopping board. This 
visitor brings to his life unexpected murder 
and destruction. A woman shows up along 
with the wind bell sound, wrapped in a red 
veil flapping in the breeze... her lips sud- 
denly overlap with the face of Buddha--- 
perhaps she is the karma that he did not 
fully settle in his former life. The film is full 
of desire, agony, and oriental sentiments 
like karma, and it explores the coexistence 
of realistic space - like a cold and achro- 
matic colored kitchen - and the unrealistic 
spaces of strong red. The analogy of the 
man as being of fish may be slightly 
monotonous, but the bleak scenery and the 
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surging movements of the camera - mirror- 
ing the floating movements of fish - guide 
the audiences toward their own memories. 
Although there is no dialogue, the sensa- 
tions and concepts that the images deliver 
stay with us even after the film has fin- 
ished. 


I thought maybe we are the same as a 
fish in a small bowl, living like the main 
character in his own little world. By observ- 
ing our insensible lives without regard for 
external events, such as war and murder, 
are we not insulated from the outside 
world in some way? 


The father of my mother was the painter, 
KIM Heung-su, who is now very famous. 
His paintings use the ‘harmonism’ of both 
concrete and abstract images. I am very 
familiar with these paintings, and the feel- 


ings of those strong colors from my youth 
are quite influential in this film. Red in the 
film signifies woman. Because of her, the 
man’s world changed. I thought that the 
first scene when the woman shows up, 
wrapped in a red veil, best describes 
Korean beauty. 


The fish fighting symbolizes the fighting 
and the murder of the two men in the film. 
I thought that it wouldn’t be necessary to 
directly show any fighting or killing scenes 
in the film. So I wanted to express this vio- 
lence as acts of beauty, which I did through 
the fish. I used white Korean drawing 
paper, and shot the scenes with only a fluo- 
rescent lamp shining over white chi- 
naware, in which I had the fish swimming. 
Many think that these scenes were com- 
puter generated, but they weren't. 


MO Eun-young _ Film Critic 
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A.Dream That ee) 





Out “ # Competition at Venice AND i In 1 Masters at Toronto 


| ertain movies in the world make 
us look back. Whether we lost 
something somewhere we had 
passed, missed something, or forgotten 
something. When digging up our memo- 
ries, vaguely emerging incidental images 
can awaken our senses. The great mas- 
ters of films, such as Yasujiro Ozu, Mikio 
Naruse, Hsiao-hsien Hou, and Edward 
Yang never surrender to nostalgia. They 
are able to evoke the tears of lamentation 
and regret, while not overplaying the sense 
of nostalgia, making them truly worthy of 
the title of ‘Great Artist.’ Director IM 
Kwon-taek's <Beyond the Years> is a film 
that does this. 
<Beyond the Years> can be regarded as 
a love story between two from different 
backgrounds, a story for sound that had 
disappeared, or a story of Korea’s merciless 
progress of modernization. Visually, this 
film features the astonishing scenery of 
Sunhak-dong, as if a crane flying over 
water with wide-spread wings. It is an 
artistic expression of sound unlike any- 


thing we have heard since <Chunhyang> 
and <Shimchung>. As for the characters, 
there is a blind sister, Sonng-hwa. 
Yoo-bong, who failed as a singer, has a 
daughter who can comfort his sorrow for 
unachievable dreams. Dong-ho, who ran 
away from You-bong, has the senses of sin 
and desire that follow him for his whole 
life. Song-wha is a God-like figure of 
Yong-taek, the owner of the tavern of 
Sunhak-dong. Although Dong-ho tells her, 
“You are just like a fairy from the sky,” 
Song-hwa, without any winged clothes, 
does not reach into the sky, but leads a 
miserable life in a mundane world. 

Just as if the water of Sunhak-dong had 
dried and become soiled, and as sound 
escapes from public art, Song-hwa gradu- 
ally disappears out of arm’s reach. 
Without any tears, yet touching the heart 
gently at every turn, <Beyond the Years> 
does not blame anybody or give any 
excuses. The scenes placed in the appro- 
priate spots just stare at those people who 
live their days in spaces, while neither 


retreating or advancing. 

It would be wrong to ask why lives have 
been lived in such an incorrect way, just 
because people lack a real choice over the 
positions they were born into. As such, 
<Beyond the Years> explores the human’s 
general condition, rather than merely the 
days and fortunes of its characters. The 
house Dong-ho built for Song-hwa can be 
seen as a symbol. It was not Song-hwa who 
actually visited the house when it was com- 
pleted. Dong-ho’s wish is deferred once 
again. Song-hwa impersonates a fate that 
cannot be overcome with even the greatest 
of efforts. Song-hwa's voice is heard, saying 
“Dreams, Dreams, everything is dreams,” 
in the most beautiful scenery. 

<Beyond the Years> is a record about a 
certain dream that cannot be realized, even 
though it is greatly wished for. (Refer to 
<Korean Film Observatory> No. 22 for an 
interview with IM Kwon-taek). 


NAM Dong-chul_ CINE 21 
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We , 


UR Jin-ho shows the outstanding 
Hae of being able to grasp the 

sensitive and emotional moments 
of the beginning and ending of a love 
between a man and a woman. In 
<Christmas in August>, through which he 
made his debut, he dealt with the process of 
the developing affection between a man who 
had a time-limited life to live, and a very 
healthy and lively woman. The man without 
a future did not let the woman enter beyond 
a certain limit, and the woman, unaware of 
his condition, became bitter. 

When they fell in love, the painful rela- 
tionship between he who predicted the end 
and she who didn’t became a continuous 
motif of his films thereafter. Eun-su, the 
female character of <One Fine Spring 
Day>, knows that a system called marriage 
is not the completion of love. She, there- 
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fore, refuses to accept the heart of Sang-u. 
However, as she cannot completely remove 
her heart, she keeps coming back to him 
and leaving him. After undergoing such 
repetitions, Sang-woo gradually shakes off 
his lingering feelings, and, eventually, their 
love vanishes just like a ‘fine spring day’ - 
so beautiful, but also in vain. The relation- 
ship between the two main characters of 
<April Snow>, who meet after their own 
spouses’ affairs, begins from already a con- 
strained position. Because of this, they 
expect their love to be an impossibility, and 
lose their way, just like in a sudden April 
snow in the spring. 


A Loss of Smiles 


All the stories in his new film, 
<Happiness>, are contained in the narra- 





tion of the DJ, and come from the radio 
switched on by Young-su (HWANG 
Jung-min) in the first scene of the film. ‘If 
you love with the same pounding heart of 
the first day, if you work with the same res- 


olution you gave in your first report, if you 
care for your body with the thanksgiving of 
the day that you were healed, then couldn’t 
you start anew every day?’ 

The film begins with Young-su’s situa- 
tion - exactly the opposite of these senti- 
ments. His lover, Su-yeon, confirms that 
she will leave him, he faces financial crisis 
and must sell his club to his friend, and he 
arrives at ‘the House of Hope,’ a recupera- 
tion center, only to discover he has cirrho- 
sis. Young-su, who has nothing to lose any- 
more, and has even lost his smile, begins to 
recover his smile after he meets Eun-hee, 
(LIM Soo-jung), who is seriously ill with 
lung disease. He was attracted by her 
‘healthiness,’ as she maintains such a calm 
life even though she is suffering more seri- 
ously than him. They fall in love with each 
other, and they start a happy life together. 


The Irony of Life 


But, happiness, as perceived by human 
beings, has a fatal weakness - it is always 
powerless against time and the changes 
accompanied by it. Such a simple happi- 
ness of Young-su, who has nothing left to 
lose, begins to lose its lightness. As 
Su-yeon’s passions begin to stir again, 
everything in his life begins to recover. 
Then, the quiet scenery of the countryside 
becomes boring to Young-su, and Eun-hee 
becomes too shabby for him. With 
Eun-hee’s failing health, Young-su can no 





longer stand it, and must leave. 


The director re-interprets the old fable of 
the ‘Blue Bird,’ about happiness, into a 
modern melodrama in this film. As all 
others dreaming of happiness do, 
Young-su’s eyes are always looking away 
to where he is not. 

Those who don’t want to see what they 
have, are placed in an endless circle of 
deficiency. These deficiencies cause peo- 
ple to wander in a search for a happiness 





that always seems to be hidden 
somewhere else. As is repeat- 
edly stressed in the 2nd-half of 
the film, the KRW 470 million 
necessary for a comfortable 
retirement, clearly illustrates 
what people forfeit and neglect 
for their own purposes. 
Disregarding and easily neglect- 
ing small times of happiness to 
pursue something in an uncer- 
tain future becomes a wasteful 
enterprise. The kind of life 
Young-su pursued after leaving 
Eun-hee is much like this. 
Living in the numbness of being 
stimulated only with alcohol 
and tobacco in order to over- 
come his pain is a reflection of 
how modern people live. It is 
natural that Young-su, whose 
ride back into life becomes 
unstoppable, rolls further and 
further away from true happi- 
ness. The reason why Eun-hee 
is able to experience more satis- 
faction in life is because she was 
capable of caring for the 
moments she had, not because 
she was any wiser. She under- 
stood that death could visit at 
any moment. 

<Happiness>shows, paradox- 
ically, that the more we pursue 
happiness, the farther from it 
we get. Maybe happiness is 
something that comes closer to 
us the more indifferent we are 
to it. Such an irony of love - a 
simple concept, yet so difficult 
to practice in reality - is realistically 
described through a love affair between a 
man and a woman in the separated spaces 
of the city and the countryside. The ques- 
tion arising is how to gain happiness and 
how to pursue a good life. This film is 
more humorous than the other work of 
HUR Jin-ho-:- but that doesn’t make it 
light-hearted! 


KIM Ji-mi _ Film Critic 
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In Visions at Toronto 


, which Director LEE Myung-Se 
created two years after 
<Duelist> is a movie more like a 


maze of dreams and reality. There is a 
famous novelist, HAN Min-woo (GANG 
Dong-won), a man in his 30s. He has a vir- 
tuous lover, Eun-hye (KONG Hyo-jin). 
Min-woo is having problems writing, 
because the reality and daily life going on 
around him are agonizing. Furthermore, 
recently he has experienced the feeling of 
dreams and reality becoming blurred. He 
also often feels that someone is always 
watching him. He one day meets a woman 
at a bar... his first lover, Mi-mi (LEE 
Yeon-hee), who has suddenly appeared 
before him after eleven years. At first, 
Min-woo did not recognize her. But as his 
relationship with Mi-mi continues, 
Eun-hye begins to suspect something is 
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not quite right. Min-woo then finally 
learns that Mi-mi was his first love, and 
that she died a long time ago. Min-woo 
wants to know about Mi-mi, and he starts 
writing a novel based on the inspiration 
that the thought of her provides him. The 
existence of his first love, who has 
returned as a ghost, and the restoration of 
his blurring memories about her begin to 
haunt him. 

The distance between reality and 
dreams, past and present, and this world 
and the world beyond begin to overlap. 
Director LEE Myung-Se emphasized the 
essential point of this movie as “shining 
darkness” and “the action of light.” The 
action of light, <M>, can be substituted as 
the blinking of light. Min-woo and Mi-mi 
will split up soon. Their love is neither con- 
tinuous nor smooth. In other words, there 





was a relationship between the two, but is 
soon to disappear. The blinking of the 
world that becomes perfect through the 
crossing of things that exist and then dis- 
appear, or the co-existence of both, is ful- 
filled. Director LEE Myung-Se is trying to 
express the blinking of emotions and rela- 
tionships through the blinking of light. 


Is this film going to be more of a fantasy and 
more mysterious than your previous films? 
According to cinematographer, HONG 
Gyung-pyo, you pushed further than you did 
in <Duelist> in this respect. 

The structure of drama is mystery. This 
story is about finding your first love. The 
expressions that happen in the process are 
quite dreamlike. The key is the dream; 
therefore, the film might be viewed as 
dreamlike in itself. However, this differs, 
depending on what fantasy it is. What I 
am pursuing is an everyday fantasy. For 
example, when I was writing a scenario, 
<First Love>, with winter in the back- 
ground, I happened to recall the coughing 
of my father. I went outside, wondering 
why I had suddenly recalled my father’s 
coughs. There was lots of snow outside. 
When I touched the snow, it seemed to me 
like the moonlight. While thinking of win- 
ter, I thought of moonlight as the snow. At 
that time, I realized that it was now sum- 
mer. I think this was a fantasy. This film is 
my way of portraying the everyday lives 
that we see. A pole jump is possible when 
the pole touches the earth, and daydreams 
can be a visionary when they are based on 
reality. I think a genuine realist can 
dream, and a genuine daydreamer can 
think of reality. 


| heard that when KONG Hyo-jin asked, 
“What do you think of love?” you didn’t 
answer, but replied, “What do you think of 
love?” 

Just like when I asked what film is, she 
asked what love is. At the very moment I 
can answer that, it splits. When I answered, 
I was referring only about one part and not 
the whole. It is just like touching the body of 
an elephant. Is this wrong? I don’t think so. 





Everything is combined. It is not important 
that this is the elephant but how you feel 
about it and show it that is important. I can 
only shoot the footprints of the elephant to 
make you sense the elephant. 





The last scenes were shot inthe parking \® 
lot of the KOFIC Studios and modified to 
look like they were shot in the downtown 
Seoul Metropolitan area. In the film, this 
is the scene where Mi-mi is finally 
revealed as a ghost. 

We shot these scenes using several 
bulbs, several fluorescent lamps, and 20 
cars. We cannot shoot in the downtown 


w 


Gangnam area ourselves, can we? We 

thought lending the scene the feeling of 
downtown would be OK? I shot the scene 
by setting up the concept of the city as an 












entity. Maybe, it worked well, although 
obviously the cinematographer had a lot to 
do with that. 


Isn’t Mi-mi a ghost? Is there any device 
because she is a ghost? 

The dream is the important feature of 
this film. Actually, Min-woo and Mi-mi 
meet in their dreams. Once I had a dream 
when I had a discussion with a famous 
novelist in Korea, CHOI In-ho, regarding 
what a dream is. In the dream, we con- 
cluded that dreams are paths between the 
living and the dead. It is one of the impor- 
tant most reasons for me to make this 
movie. When I was young, I often felt close 
to death. To live and express yourself as a 
living creature with a limited existence... 
my film is about these such concepts. I 
express what I am thinking of through the 
medium of film. 


| heard that a poet, CHAE Ho-ki, wrote the 
narration of GANG Dong-won for you in the 
film. 

When I developed this concept, I put 
him in charge of the entire narration of the 
film, so it would be like a poem. I have 
some feelings about this myself. I thought 
that he would be able to create a poem for 
the narration - I think it’s quite beautiful. 


How is it different from your previous films? 
<M> is a far more open film. It is open 
to any direction: it is at the 
same time a love tri- 
angle, a horror, a 
melodrama, and it can 
also be thought of as an 
art film. It was important 
for me to gather wandering 
ghost-like images into one spot. 
There is evidently a target for real- 
izing and expressing these images. I 
have been continuously agonizing over 
what images to grab and what actions and 

colors to take. 


JUNG Han-seok _ CINE 21 
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nless people call me an unfortu- 

nate woman, I will be perfectly 

able to become happy. If I go 
where nobody knows me, if it’s possible... 
Shin-ae (JEON Do-yeon), thinks much 
like this, and moves to Miryang with her 
son, June. Miryang is the hometown of her 
deceased husband, a man who died ina 
car accident. Shin-ae asks Jong-chan 
(SONG Kang-ho), the repairman that fixed 
her broken car on the way, “Do you know 
what Miryang means? It’s secret sun- 
shine.” Her life is thirsty for meaning. 
Jong-chan began following this strange 
lady from that day. 

Miryang is not <Dogville>. That is just a 
pronoun for the countless cities that 
exhaust us and fail to bring our lives any 
special meaning or dignity. Shin-ae is a 
character that reacts to her fate in an odd 
way. She is not a typical ‘mother of an 
abducted child.’ She is a woman who strug- 
gles to understand the story of her life. The 
logical Shin-ae, who lost her child, believed 
in the ‘will of God.’ However, Shin-ae was 


26 Korean Film Observatory No. 23 


| 
| 
: ' 
F H 
= | a 
ab 


. a P ron 
Agony tits Ca} 


a ae 


= 


a ae ; 


= 


ee ee 
. as hi eee 


iin seal : a 
oj = ea a 
a = as 
SS 
a 


Se 


in Contemporary World Cinema at Toronto 


then dumbstruck to learn that her right to 
forgive the sins of those who harmed her 
was taken away by God. What is left is the 
‘self-injury’ threat, that will ultimately 
destroy her and scar her world. JEON 
Do-yeon, who played Shin-ae, is very a 
diminutive figure. Although playing a vic- 
tim in this film, actress JEON Do-yeon 
brings to the screen an unprecedented 
viciousness and noxiousness in her expres- 
sion of the gravity of the situations her 
character finds herself in. Jong-chan, is not 
just an act of ventilation that opens the 
breath of tragedy with humor. Because of 
Jong-chan, <Secret Sunshine> became a 
crucially different story from the original 
novel of <Worm Story>. His lines are all 
golden expressions, and include “do we live 
for meaning? Just live.” Jong-chan himself 
is Miryang, the reality Shin-ae needs to 
face and the spirit of this very story. 
<Secret Sunshine> is a story about an 
agony that cannot be shared with others. 
The Christians in <Secret Sunshine> all 
pray for themselves and for their neigh- 


bors. They have virtue in doing this, but 
their prayers are somewhat hypocritical, as 
they cannot reach everybody. 

While <Secret Sunshine> is a long film, 
it is a dramatic story that has the audience 
endure an extensive physical period of time 
with the characters. In the last scene, 
Shin-ae cuts her hair in front of a mirror 
that Jong-chan is holding. Director LEE 
Chang-dong seems to be telling us that 
hope does not come after despair, and that 
the start of forgiveness does not necessarily 
mean the end of hatred. It seems that he is 
telling us that, just as Shin-ae’s hair is ugly, 
so is human life--- and therefore, you need 
to learn how to endure emptiness. <Secret 
Sunshine> sees God as having incredible 
power within each person, but despite this, 
we remain unable to fulfill the potential for 
justice and value--- the very things we 
thought we were living for. (Please refer to 
<Korean Film Observatory> No. 22 for an 
interview with Director LEE Chang-dong.) 


KIM Hye-ri_ Film Critic 






JEON Do-yeon selected 
as one of the ‘50 Power Women 


i 
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JEON Do-yeon, who received the Best 
Actress Award at the Cannes Film 
Festival for her work in <Secret 
Sunshine>, was selected as one of the ’50 
most influential women in the world,’ 
announced by Variety Magazine, on July 
30. JEON Do-yeon was selected as one of 
the four ‘Leading Ladies,’ along with 
Angelina Jolie, Helen Mirren, and 
Marion Cotillar. In an interview with 
Variety Magazine, JEON said she thought 
it was most important to be professional, 
and not transfer her own responsibilities 
onto others. 


The IM Kwon-Taek Film Art 


College 
The IM Kwon-Taek Film Art College is 


to be established at Dongseo University 
in Busan. Mr. PARK Dong-soon, the 
President of Dongseo University, 
explained that Dongseo University would 





JUNG Ji-hoon, cast in a new film by 
the Wachowski Brothers 





and, <V For Vendetta>. ‘Maha Go Go’ is familiar in Korea as it was aired under the title 
of, “Go Go Thunder’. JUNG will star a racing newcomer, struggling to protect his family 
business. The film casts other famous actors and actresses, such as Emile Hirsch, 
Mathew Fox, Christina Rich, and Susan Sarandon. 


Actor JUNG Ji-hoon, 
a.k.a RAIN, will move to 
Hollywood in a new film 
called, <Speed Racer>, 
from the Wachowski 
Brothers. Scheduled to 
be released in May 
2008, <Speed Racer> is 
a car racing film that 
adapts the Japanese ani- 
mation, ‘Maha Go Go. 
The film is’ the 
Wachowski Brothers’ 
first film in three years 
after the <Matrix> series 
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establish the college in honor of director 
IM, and to foster a specialized film col- 
lege. Director IM Kwon-taek said, “I will 
convey all of my knowledge and tech- 
niques in making films during the 
remainder of my life.” 


<In Between Days> U.S. Release 
<In Between Days>, from director 


KIM So-yong, will be released all over 
the U.S. starting at the IFC Center in 
New York on June 27. Delicately depict- 
ing the miserable life of a young Korean 
girl, <In Between Days> received the 
Special Jury Prize at the Sundance Film 
Festival and the FIPRESCI Prize at the 
Berlin Film Festival this year, and was 
invited for screening at approximately 20 
international film festivals all over the 
world. 


JANG Joon-hwan’s Second Film 
Shocking the world with his debut film, 


<Save the Green Planet>, director JANG 
Joon-hwan will direct a new film, <Tazza 
2>. Mr. TCHA Sung-jai, CEO of Sidus 
FNH, the producer of this film, said that, 








“just as PARK Chan-wook was well 
regarded with his directing abilities for 
<Joint Security Area : JSA>, I hope direc- 
tor JANG will also be able to show off his 
hidden talents through, <TAZZA 2>.” 
<TAZZA 2> is based on a famous HEO 
Young-man’s comic book, “‘TAZZA No. 4’, 
and will be set against the backdrop of 
casinos at home and abroad. 
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ntering the latter half of 2007, 

the Korean film industry is pass- 

ing through a dark tunnel. At 
this point, when the reduced screen 
quarter and the exclusive possession 
of theatres by Hollywood block- 
busters has become a reality, and 
where the capital of Chungmuro has 
dried up, everybody is talking about 
the crisis in Korean films. However, 
from July, when the dark age has 
seemed to have reached its peak, the 
Korean film industry suddenly got 
hot. While <May 18>, directly deal- 
ing with the Gwangju democratic 
uprising, maintained its number one 
position at the box-office, Director 
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SHIM Hyung-rae’s promising come- 
back film, <D-War>, has now over- 
taken <May 18>. Even Hollywood 
blockbusters, which enjoyed a hot 
summer vacation season, are also 
taking a break from Korea. Are there 


some films coming from Korea to 
rain in the end of this dry spell? 


Various Themes 


The situation is not that simple. It is 
hard to combine two totally different films 
and conclude one thing, however, these 
films do have things in common. <D-War> 
and <May 18> are the results of compara- 
tively large production costs. Furthermore, 





<Secret Sunshine> 


the success of these films depends more on 
factors other than the films themselves. 
<May 18> harkens us back to a terrible 
moment in recent history. <D-War> has 
received explosive reactions from moviego- 
ers, as it is a comeback blockbuster from 
SHIM Hyung-rae, seven years after the 
failure of <2001 YONGGARY>. In short, 
other factors have helped the success of 
these films: in the former, it is the coun- 
try’s indebted conscience for history, and 
in the latter, it is the affection and support 
for SHIM Hyung-rae as an individual. The 
problem is not with why moviegoers enjoy 
certain films, but that neither film is free 
from the accusation that they have mixed 
political guilt, and personal sympathy, 





respectively, with the stories depicted. 
Most of all, both films do not appear to 
have the completeness as works of art in 
and of themselves. Frankly speaking, at 
this point, when the long-awaited rains 
should be washing all the uncertainty away 
from the Korean film industry, it looks like 
a freakish phenomenon is bringing in fur- 
ther illusions about the industry’s health. 

It is a fact that the Korean film industry 
in the early half of 2007 was in a down- 
ward trend. However, each film released 
during that time was not all that bad. 
Especially, compared with the list of 
‘self-reflective gangster movies’ repeated in 
the mid and latter half of last year, many 
new films with a variety of subjects have 
been attempted in 2007. Examples include 
movies such as <Voice of a Murderer> 
(PARK Jin-pyo), based on a real kidnap- 
ping story, <The Old Garden> (IM 
Sang-soo), a film version of HWANG 
Seok-young’s novel, ‘The Old Garden’, 
<Hwang Jin Yi>, (CHANG Yoon-hyun), 
which cast leading star SONG Hye-kyo, 
<Breath> (KIM Ki-duk), which was 
released amid a sea of rumors, the great 
artist’s 100th film, <Beyond the Years> 
(IM Kwon-taek), and <Secret Sunshine> 
(LEE Chang-dong) which resulted in a Best 


Actress Award for JEON Do-yeon at the 
Cannes Film Festival. However, most of 
these films were forgettable, with the 
exception of <Voice of a Murderer>. KIM 
Ki-duk’s 14th film, <Breath>, and IM 
Kwon-taek’s 100th film, <Beyond the 
Years>, did not survive audience distaste 
despite their critical appraisals. The 
promising film, <Hwang Jin Yi>, did not 
do justice to the story of a Kiseng of the 
Chosun Dynasty. Although <Secret 
Sunshine> received almost unanimous 
support from critics, the film only enjoyed 
fame after JEON Do-yeon’s Cannes Film 
Festival success. 

However, <Paradise Murdered>, (KIM 
Han-min), <Black House> (SHIN Terra), 
and the recently released <Epitaph> (from 
the JUNG Brothers), as well as <Return> 
(LEE Gyu-man) had comparatively suc- 
cessful results. These horror thrillers have 
in common a freedom from formula, and 
the current popularity of the genre. While 
typical horror films appeal to human 
instincts by using the same patterns, these 
films created moments of horror with a 
real intellectual coldness. They experi- 
mented with new aesthetics, using elabo- 
rate narratives and impressive images, 
rather than relying on sensation. 
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<Beyond the Years> 
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SPECIAL 2 Review of Korean Films in the First Half 2007 


Evolution of Female Characters 


The Korean films released over the last 
few months do not show the consistent 
trends as they did last year, or the one 
before. It can be said that there were many 
films based on novels, including <The Old 
Garden> based on HWANG Seok-young’s 
‘The Old Garden’, <Secret Sunshine> from 
LEE Cheong-joon’s ‘Worm Story’, <Beyond 
the Years> from LEE Cheong-joon’s ‘Seon- 
hak-dong Passer-by’, and <Hwang Jin Yi> 
from HONG Seok-joong’s ‘Hwang Jin Yi’. 
There were also films based on real stories, 
such as <Voice of a Murderer> and <May 
18>. However, this fact itself does not 
explain an actual trend. Rather, what we 
have to pay more attention to is the fact that 
female characters in these films have been 
represented in far more varied ways than 
before. If the year’s first half hit, <200 
Pounds Beauty>, is taken as an example, 
then perhaps the roles of women in films is 
growing in importance. 

For example, in <The Old Garden>, 
Yoon-hee is a character who takes care of 
Hyun-woo, an activist in the 1980s. 
Although she takes after the existing stereo- 
type female character, a superficial transla- 
tion, the film does allow the character to 
survive the moment and live to witness his- 
tory. Even though <Hwang Jin Yi> cannot 
be rated as representing a new female char- 
acter, at least she was depicted as a kiseng 
approaching life through a man called 


<D-War> 
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Nom, while also freeing herself as a play- 
thing for men. Although Song-haw in 
<Beyond the Years> has the image of an 
enduring woman, the position she takes in 
the film cannot be defined with one word. 
She is an artist with grief, a fantasy out of 
reach of men, a strong person who accepted 
hardship head-on. She has the image of a 
survivor, and was a strong and dominant 
character. Shin-ae in <Secret Sunshine> is 
a woman who suffered enormous physical, 
while also bearing the full gravity of the film 
from beginning to end. The film cruelly 
treated a character as she broke down in 
hysteria and madness, while closely 
approaching her inner turbulence. Setting 
aside its worth, it is evident that <Secret 
Sunshine> was a rare film in that it dealt 
with the inside of a woman, rather than 
simply the woman on the surface. 

Lastly, Shin-ae in <May 18>, coinciden- 
tally with the same name as the actress in 
<Secret Sunshine>, is an active participant 
as a resident of Gwangju. She is a survivor 
and a confident subject, who shouts at us to 
remember our history. She was the charac- 
ter who continued to rebel, even after the 
official building was destroyed with military 
force. She lives on in history in a different 
way from the Yoon-hee in <The Old 
Garden>. Their positions are certainly not 
as mere spectators. 


Thoughts on Representation 


Notwithstanding the obviously welcome 
expansion of female characters, Korean 
films face even more urgent problems now. 
The matter of ‘Representation,’ which can 
be regarded as the most basic attitude, or 
aesthetic and ethics, needs some work. 
Watching <May 18> and <D-War>, the 
sole success stories in a rather dark period 
in the industry - commercially - illustrate 
this concern quite well. Although from dif- 
ferent film genres, their methods of public 
appeal are similar in some respects. First of 
all, <May 18> directly dealt with Gwangju 
in May for the first time. What is strange is 
that the film does not examine the politics 
itself, despite dealing with one of Korea’s 
most politically explosive recent event. 
Going back and forth from family drama to 
comedy, the film asks audiences to experi- 
ence the tragedy of that day most exces- 
sively; however, it does not ask us to fully 





prepare for, or reflect on, the tragedy. The 
simple structure of virtue and evil may be 
effective for directing a piece of drama. 
However, that was the ultimate cause of the 
film’s depiction of the Gwangju Democratic 
Uprising. Although the film looks to place 
family at the center of the story - surely a 
technique that presents ordinary people as 
important characters - this method does 
not appear to fully pay respect to the 
tragedy itself. Coarsely speaking, the film 
asks us to think about whether or not the 
film has actually tried to seal off the mem- 
ory of that particular day. Infatuated in 
‘what’ it represent, <May 18> did not pond 
‘how’ it should represent it. For example, 
how we can accept the fact that the repre- 
sentation method of <Tae-guk-gi> and 
<May 18>, with totally different political 
and historical backgrounds, is so similar? 
In a different context, the matter of 
‘how,’ and not ‘what’ also applies to 
<D-War>. What is dreadful here is that the 
assertions of enthusiastic advocates for this 
film focus on ‘what’ SHIM Hyung-rae did, 
and not ‘how.’ The value the director him- 
self places on <D-War> is as follows. The 
pride in the stunning computer graphics in 





the film was totally based on Korea’s tech- 
nology, sympathy, and pride over SHIM 
Hyung-rae as an individual - reflected in 
the story of a comedian not welcome in the 
US or in Chungmuro. That is, the funda- 
mental reasons for the film’s success are 
unrelated to the value of the film itself. In 
the process of an oriental python trans- 


- <Breath> 
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forming into a dragon after totally destroy- 
ing some American cities, the director sees 
the victory of himself, and the audiences 
buy into the nationalism. Their interest 
mainly focuses on ‘what’ ‘we’ accomplished 
after adversity, and ‘what’ it means to 
Koreans. Here, considerations of other fac- 
tors, such as the scale of capital and narra- 


tives, are not allowed. Film technology and 
state-of-the-art machinery resolve any 
ordinarily directorial decision-making over 
‘how it would be represented. Support for 
<D-War> is support simply for the splen- 
did technology used, and based also on our 
knowledge that the technology was actually 
‘ours.’ This phenomenon is the worst 
result, we might suggest, of a film-making 
project. 

Earlier this year, when <Voice of a 
Murderer> was released, there were dis- 
putes over the ethics of representing an 
unresolved kidnapping case. <Voice of a 
Murderer> raised a movement to solve 
these murders, but this was the film’s way 
of averting allegations of its dependence on 
the subject matter. However, what is 
important is not the external campaign but 
the idea of the representation method used 
in the film itself. Consequently, the film is a 
matter of form. When the sensational sub- 
ject matter of kidnapping was dealt with in 
<Secret Sunshine>, we saw an example of 
how the same subject matter could be rep- 
resented a lot differently. 


To Forge a New Direction 


It is obvious that the Korean film indus- 
try is in danger. However, if the method of 
recovery is confined to the hunt for more 
capital and recollecting these amount, 
then, dare say it, we are in better shape in 
this dark period. Even though several 
Korean films continue to be successful in 
attracting moviegoers, this does not repre- 
sent a dynamic force that can continuously 
support the Korea film industry. The con- 
tinuous discovery and creation of little 
films is the only alternative, to discover and 
create those films that respond to our lives 
by talking about the ‘whats’ and ‘hows’ of 
Korean society. At this miserable moment, 
when the factors other than the film itself 
are deciding a project’s success or failure, I 
dream of the sharp-tempered voice of 
smaller films. Reiterating it once more, 
films are a matter of form, and also a mat- 
ter of attitude. Film should only talk to the 
film itself. Future films should accept this 
as the advice given by the current crop. 


NAM Da-eun _ Film Critic 


Korean Film Observatory No. 23 31 





= 





Poor box office figures, meager investment in film airtel ing, 


ay Ge aXe urs 


n the first half of 2007, the 

Korean film industry faced an 

enormous crisis, with accumu- 
lated structural problems causing a 
number of problems all at once. As 
the crisis, which is ongoing, is likely 
to last for at least a few years to 
come, we might say that the Korean 
film industry is at a crucial point... 
either moving forward in terms of 


development or regressing. 

A critical situation began to emerge with 
stagnant box office results. Korean films 
began to suffer poor records at the box 
office from the latter half of 2006. 
Although <The Host>, which was released 
in the summer of 2006, set a new box 
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office record, since that film, other Korean 
releases have failed miserably, excepting 
<200 Pounds Beauty> at the end of 2006. 
This situation worsened in 2007. Out of 
the 50 Korean films released in the first 
half of the year, only <Voice of a 
Murderer>, <Miracle on ist Street>, and 
<Paradise Murdered> have been able to 
reach break-even point in terms of theater 
profits. 

Accordingly, roughly 80% of the films 
released have suffered losses. In particular, 
<Soo> and <Hwang Jin Yi>, both with 
enormous production costs, were dramatic 
failures, further dampening the industry. 
According to statistics issued by KOFIC, a 
total of 57 Korean films, (including seven 





~ <Black House> 


carried forward from 2006), were released 
from January to June in 2007. They 
attracted 9,391,148 viewers in Seoul, 31.9% 
down over the corresponding period of 
2006. As a result, the market share of 
Korean films was reduced by 14.1% to 
41.7% over the corresponding period last 
year, the lowest levels since 2001's result of 
38.3%. The poor records of Korean films 
partly reflect the success of Hollywood 
blockbusters, which attracted even higher 
audience numbers than ever before. 
Among the top ten films at the box office 
were five Hollywood blockbusters, includ- 
ing <Pirates of the Caribbean: At World’s 
End>, (ranking ist), <Spiderman III>, 
(ranking 2nd), and <300>, (ranking 3rd). 





The meager levels of investment in film- 
making is a more serious factor affecting 
the industry. In 2007, major investment 
and distribution companies, including CJ 
Entertainment, Showbox, and Lotte 
Entertainment, decreased the size and 
range of their investment in films, as did a 
number of small and medium-sized invest- 
ment companies. In March and April, a 
number of companies suspended new 
investments, causing concerns of panic in 
the Korean film industry, a contrast with 
the 2006 levels of activity. In 2006, capital 
was temporarily abundant, with many 
film-related companies listing on the Korea 
Exchange since the latter half of 2005. The 
Korean film industry was plush with films, 
with 108 films released in that year. 


Reduced Investment Levels 


However, the excessive investment levels 
and such a high number of releases 
inevitably led to a decrease in the profit 
rates and a deterioration in film quality. 
The industry estimates that around KRW 
100 billion was lost from the KRW 400 bil- 
lion invested in filmmaking in 2006. 
However, the reduced investment in film- 
making in the first half of this year seems 
to be a result of the structural problem of 
the industry, rather than a decrease in 
short-term profit rates. Director KANG 
Woo-suk, one of the industry leaders said, 
“So far, big companies have been able to 
afford investment losses due to the rapid 
growth in the theater business, ignoring 
losses from individual film production, 
with their attention focused on the compe- 
tition to raise their market shares. 
However, as the growth rate is stunted, 
they are now becoming seriously con- 
cerned about profit rates.” 

As he said, since the late 1990s, the dri- 
ving force of the Korean film industry has 
indeed been the development of multiplex 
cinema complexes. With a growing num- 
ber of multiplex theaters built in residen- 
tial areas, the number of viewers has 
increased considerably, in tandem with the 
size of the capital invested in films. 
However, the rates of increase in the num- 
ber of viewers have steadily decreased, at 
17.7% in 2002, 13.6% in 2003, 13.1% in 
2004, 7.7% in 2005, and 5.4% in 2006. As 
the growth rate of the industry stagnates 


across the board, major capital investors 
appear to be considering new strategies. 
The fact that Mediaplex, the mother com- 
pany of Showbox, recently sold Megabox, 
the 3rd largest theater chain in Korea, sug- 
gests the deepening anguish of film 
investors. Moreover, the new screen quota 
system, which was cut to 73 days, half of 
previous levels, from July 1, 2007, means 
the reduced safety of any investment in 
film. 


Crisis in Foreign Markets 
Another problem of the Korean film 


industry, lurking in the first half of 2007, is 
the decrease in foreign market presence. 


While the expansion of foreign markets is 





<Wide Awake> 


indispensable to maintaining the growth 
rate of the industry with domestic markets 
having become saturated, the size of foreign 
markets for Korean films has been reduced 
to 2002 levels. 

In the first half of 2007, a total of 148 
Korean films were exported to 45 foreign 
countries, for a total contracted amount of 
$7,485,411. In other words, profits have 
been cut by 57% - less than half of the corre- 
sponding period in 2006. The industry had 
enjoyed solid performances in foreign mar- 
kets for some time, on the back of the 
‘Korean Wave,’ the temporary popularity of 


Korean actors and actresses. This, however, 
failed to convert into laying the basis for 
Korean films. This is suggested by recent 
efforts by Korean filmmakers to advance 
into foreign markets through joint produc- 
tions and other methods, rather than sim- 
ply exporting finished work. Furthermore, 
careless film planning, without considering 
changes in audience tastes, has also acceler- 
ated the crisis. 

The overall crisis in the Korean film 
industry in early 2007 is serious enough to 
collapse the industry itself. However, if we 
make every effort to overcome this period, 
it may serve as a chance to transform the 
distorted structure of the industry into a 
sound one. In other words, the Korean film 
industry may recover its health after 
restructuring, including enhanced 
planning and reforms of the 
high-cost, low-efficiency film pro- 
duction system. In fact, the indus- 
try has revealed its resolution to 
get through this challenging period 
through the ‘Declaration of a Big 
Compromise in the Korean Film 
Industry on Jul. 26, 2007. Major 
industry organizations, including 
the Federation of the Korean 
Movie Workers’ Union, the Korea 
Film Directors’ Association, as well 
as film investment and distribution 
companies, management compa- 
nies, and CG set equipment com- 
panies, along with producers, 
attended an event hosted by the 
Korea Film Producers’ Association, 
joining hands in an effort to “coop- 
erate, compromise, and yield” to 
overcome the current crisis in the 
industry. 

Indeed, production costs in the 
first half of this year have steadily 
decreased. As the Federation of Korean 
Movie Workers’ Union was put into full 
operation from Jul 1, 2007, the efficiency of 
location shooting is also expected to 
improve. If the industry continues making 
these efforts, and more Korean films reach 
success, with recent examples being <May 
18> and <D-War>, the restructuring 
period, estimated to take two - three years, 
will be reduced further. 


MOON Seok_ CINE 21 
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7 SPOTLIGHT KIM Sang-kyung 


Two Faces of 
PM livemee eye Gentlenman 


KIM Sang-kyung in <May 18> 
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<Turning Gate> revealed that there is another facet of the actor 


KIM Sang-kyung : something more than what he showed in his 
efforts on TV. 


<Turning Gate>, a story of a well-known actor and 


an unknown lady, was a change for director HONG 


Sangsoo, and a new discovery for KIM Sang-kyung. 





tis actor KIM Sang-kyung who 
believes that all events have a 
fatalistic relationship. The films 
that fill his filmography are all the 
results of this unique belief in coinci- 
dence and causation. For KIM 
Sang-kyung, a film is not something 
he chooses, but a project that 
chooses him. 

KIM Sang-kyung started as ina TV 
drama. He had good looks but lacked indi- 
viduality. His acting was not bad. However, 
maybe because of his good looks, his parts 
were always variations of neat-looking and 
cold-hearted intellectuals. After his debut 
MBC TV drama, ‘Advocate’ in 1998, KIM 
Sang-kyung played a doctor in ‘Medical 
Center (2000)’, an elite policeman in 
‘Police SWAT’ (2000), and a lawyer in “The 
Lawyers (2005)’. He is currently regarded 


<Memories of Murde 





as one of the most promising stars in the 
film industry, yet failed to attract a great 
deal of attention before <Turning Gate> 
(2002) from director HONG Sangsoo. 


The Persona of HONG Sangsoo 


KIM Sang-kyung came under the spot- 
light in 2002 after he met director HONG 
Sangsoo. <Turning Gate> revealed that 
there is another facet of the actor KIM 
Sang-kyung : something more that what he 
showed in his efforts on TV. <Turning 
Gate>, a story of a well-known actor and an 
unknown lady, is a change for director 
HONG Sangsoo, and a new discovery for 
KIM Sang-kyung. Through this film, KIM 
Sang-kyung reached a whole new standard. 
Before the film he thought that there always 
had to be a script. Through this film, how- 





<The World of Silence> 


ever, he came to develop an interest and 
composure for films and action. He felt 
greater freedom by working with director 
HONG Sangsoo, maker of films based 
solely on the interactions with actors and 
actresses, and usually without a fixed script 
to follow. It was also an interesting experi- 
ence to work in a state in which the bound- 
ary between the actual self and the charac- 
ter is vague. However, KIM Sang-kyung 
does not consider himself as an actor who 
has been ‘discovered.’ In this respect, the 
filmography of KIM Sang-kyung is begin- 
ning to show some self-depreciative variety. 
After establishing KIM’s possibilities in 
<Turning Gate>, the director tried to estab- 
lish his name as a box-office star through 
<Memories of Murder> by BONG Joon-ho. 

What KIM Sang-kyung chose between 
<Turning Gate> and <Memories of 
Murder>, which represented a turning 
point in his explosive film career, and 
<Conte de Cinema> in 2005, was <How to 
Keep My Love> (2004), a romantic com- 
edy he starred in with actress KIM 
Jung-eun. This film’s main character was 
the actress, with his part quite small in 
comparison to the reputation he had pre- 
viously earned. However, as far as his fil- 
mography is concerned, KIM Sang-kyung 
depends on his emotions more than his 
brain. As no box-office hit is pre-destined, 
the actor simply does the work he wants to 
do. He has made some bad career choices, 
to be sure. <The World of Silence> (2006) 
was severely criticized as a thriller without 
a plot. ‘People Theater’ (2004) was mired 
in absurdity. The filmography of KIM 
Sang-kyung, famous for his frank and 
straightforward interviews, is in certain 
respects one method of looking at his very 
straightforward manner. 
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I noticed the character of HONG 
Sangsoo in KIM Sang-kyung when we met 
to discuss <May 18>. KIM Sang-kyung, 
known for drinking soju(Korean drink) at 
lunch ‘to get energy’ during his PR sched- 
ules, reached again for the bottle -a 
moment that actually seemed almost as if it 
were straight out of a film. KIM 
Sang-kyung started talking about the wit of 
this fate around himself, with one arm 
cupped, as if in a scene of a HONG 
Sangsoo film. “It is ironic that the birth 
year of LEE Yo-won, the only survivor in 
the film, and the background year of the 
film, are both 1980.” PD LEE Soo-nam of 
<May 18> said about KIM Sang-kyung, 
“He is very good at pointing out coinci- 
dences.” When KIM Sang-kyung visited 
the Mangwol-dong cemetery after the 
shoot, he noticed it was white outside as he 
looked around the building that housed the 
portrait scrolls of the sacrificed. He 
thought of this as a tribute to those sacri- 
fices made in Gwangju. 


An Extreme Fatalist 


There are lots of unknowns surrounding 
KIM Sang-kyung. KIM Sang-kyung calls 
himself a fatalist, and he considers unex- 
plainable energy as important. Here exists 
a certain condition. The fatalism of KIM 
Sang-kyung is not a passive one, but a logic 
that applies to people who struggle hard. “I 
have many friends from theater. However, 
despite their hard work, not all of them are 
successful. The world is unfair. This unfair- 
ness comes from fortune and fate. My suc- 
cess iS amazing compared with the number 
of films I have actually made.” For him, all 
his films were the result of fate. This fate 
also applies to the TV work that brought 
KIM Sang-kyung a neat and city-like 
image, his meeting with director HONG 
Sangsoo, who gave him a real taste of 
working as an actor, and all events that 
took him to the red carpet of the Cannes 
Film Festival. “I agonize over my film 
selections with a cool head, but some 
scripts give me the feeling of ‘this is it.’ 
<May 18> was one such film, and I thought 
I just had to do it.” 

Starring in <May 18>, a film that repre- 
sents the May 18 Gwangju Democratic 
Uprising, KIM Sang-kyung came to enjoy 
being a box-office star once again. He 
wandered around Gwangju for five 
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KIM Sang-kyung doesn't 
confine himself to a certain 
image. For this actor, all 
images of him coexist. He 
is at once dandy, free and 
a normal man. The facial 
complexion of KIM Sang- 
kyung changes 
enormously depending on 
the circumstances. Maybe 
because of this, KIM Sang- 
kyung has become an 
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always a surprise. 





months to get a feel for the place. He felt 
the emotion of getting back to the era by 
taking a time machine, exemplified when 
he walked onto the gigantic open set 
established in the region where the event 
actually took place. He prayed desperately 
to call for help when he arrived at the 
provincial office for the last scene. KIM 
Sang-kyung has already experienced the 
1980s through <Memories of Murder>, 
which dealt with the Hwasung serial mur- 
ders. At that time, he had to control his 
anger toward the murderer, as he read 
through actual files and data. 

<May 18> required a completely opposite 
process. He had to become a ‘normal 
Gwangju resident,’ one who endured living 
hell. All the situations are far from his real- 
ity. He kept the pictures of the portrait 
scrolls of the May 18 cemetery in his cell 
phone, and sought the pictures of those 
mothers who cried in front of their sons’ 
coffins. However, he didn’t dig any further. 
“TI erased the idea of a center of the May 18 
uprising during this film. In this respect, I 
didn’t prepare for the film too much, 
because the character of KANG Min-woo is 
just a normal person trying to protect those 
around him. He wasn’t a fighter for democ- 
racy.” While maintaining such composure 
throughout, KIM Sang-kyung learned per- 
fection in his craft while shooting the scene 
of him crying out while holding his shot 
brother. Miraculously, the director only 
shot the scene once. 


Certain discoveries 
about KIM Sang-kyung 


Having passed through being considered 
just a TV actor, KIM Sang-kyung is an actor 
who creates something new for us to think 
about in every film he acts in. As he doesn’t 
like explosive action, he looks more for a 
point of a certain ‘discovery in each project, 
despite being an actor with ten years of 
experience. In this, KIM Sang-kyung said, 
“maybe it is because KIM Sang-kyung, as 
an individual, is not greatly known by the 
public. As it has been ten years, I have now 
formed an image of never only doing any 
certain type of film.” He believes that it is 
right not to mix the media and the actor 
when working on a film. That is what 
makes him different from other actors. 

He is not an entertainer who has formed 
a particular image. His frankness is one of 


his attractions. People feel as if they are 
talking to the real KIM Sang-kyung. Even 
though he has played entrepreneurs and 
intellectuals, KIM Sang-kyung doesn’t nec- 
essarily like the characters he plays. As for 
<May 18>, if the character is a so-called 
agonizing intellectual, or if the character 
required him to talk in a Gwangju dialect, 
he would not have taken the role. This is 
not because he is picky. It is his stubborn- 
ness in that “he doesn’t want to feel like a 
lifeless mimic.” For him, action made on 
the ground can enable him to do it better 
and understand it more. Metaphysical 


“I agonize over my film 
selections with a cool head, 
but some scripts give me 
a feeling of ‘this ts tt.’ 
<May 18> was one such film, 
and I thought 


I just had to do tt.” 


action beyond this does not blend well for 
the actor. In this respect, the directing style 
of HONG Sangsoo, which combines reality 
and illusion, is quite well suited to KIM 
Sang-kyung. 

KIM Sang-kyung doesn’t look back. He 
rarely watches his own interviews, as he 








dislikes giving plausible meanings in his 
life. “It is nice to talk about a film. But I 
don’t like trying to explain my work during 
an interview.” From this, we can under- 
stand the man better. His stubbornness is 
simply an unwillingness to do anything but 
act. “From the beginning, my agony is just 
one thing. How can I improve myself? 
These are questions we ask ourselves when 
we get older.” Maybe because of this, KIM 
Sang-kyung is more comfortable with him- 
self after finishing <May 18>. KIM 
Sang-kyung talked about “believe or not” 
in the story when he said “I have no 


desires, but I want to work on something 


Ba 





<Conte de Cinema> 


special, something that suits me well. I 
dreamed of King Sejong before I was cast 
in “King Sejong.” Sounds like a lie, doesn’t 
it? Ha, ha.” 


Return to TV Drama 


After having completed <May 18>, KIM 
Sang-kyung will star in a TV series. This is 
for different reasons, however, than the 
recent trend of screen stars moving to TV. 


KIM Sang-kyung has a high regard for the 
unique values of film and TV. He has a firm 
belief in himself when it comes to TV, 
something most actors consider quite 
beneath them. As the sense of complete- 


ness and satisfaction are higher in films, 


however, he wants his 2W® actions to sat- 
isfy the needs of others. The reason why he 


returns to TV is that through TV, he can 
meet many people, whereas in films, he is 
only exposed to audiences in their 20 - 
30s. He knows well that people who can- 
not afford going to the movies watch TV. 

Entering his tenth professional year, 
actor KIM Sang-kyung doesn’t confine 
himself to a certain image. For this actor, 
all images of him coexist. He is at once 
dandy, free and a normal man. The facial 
complexion of KIM Sang-kyung changes 
enormously depending on the circum- 
stances. Maybe because of this, KIM 
Sang-kyung has become an actor whose 
next film is always a surprise. 
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[))\ fter appearing in the film industry 
i | ten years ago, Mr. David CHO 
| J 


[7 Wiestablished a small film import 
company, ‘Sponge,’ around six years 
ago. Currently equipped with a 
brand-type theater that operates as an 
advance base, he has shown the indus- 
try an alternative approach, by screen- 
ing foreign films and opening specialist 
film festivals. While distributing 
small-scale, but worthwhile, Korean 
films, he is also advancing into the pro- 
duction area, with business interests in 
and out of Korea. 
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| heard that there are many projects 
under way for you. 

I feel a little cautious at the moment, as 
Korean films are different from foreign 
films. Anyway, currently, I am participat- 
ing in the production of various films, 
including <Nice Day> from director LEE 
Yoon-ki, <Oishi Man> from director 
YONG Yi, <Iri> from director ZHANG lu, 
and <Tokyo Project> from BONG 
Joon-ho. Among those completed but 
unreleased films, there is <For Eternal 
Hearts> from HWANG Qu-dok, the 
opening film for this PIPAN. I have other 
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films I am simply investing in and distrib- 
uting. The films by LEE Yoon-ki, YONG 
Yi, and ZHANG Lu are co-productions. 
<Nice Day> will be co-produced with a 
domestic film company, *** Productions, 
(I can’t reveal the name yet). <Oishi 
Man> will be co-produced with Donald, 
the production company of director 
YONG Yi. <Iri> will be produced with 
Gyro Pictures and <Shaking Tokyo> is a 
not really a co-production, but the film is 
being co-produced by companies in three 
countries: France, Japan, and Korea. 
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How did you come to participate in 
<Shaking Tokyo>, an omnibus film, which 
will be made by BONG Joon-ho, Michel 
Gondry, and Alexandre Oscar Dupont? 

I didn’t think much of it when I heard 
that there was a Korean company pushing 
for the project. I asked about it again this 
April, and it was not confirmed at that 
point. I thought it would be possible to get 
involved. When I called, I found out that 
the French company is the production 
company of, <Perfect Couple>, which we 
purchased. I met them when they came to 
Korea, and I decided to participate in it. I 
didn’t have to read the scenario, I just 
began after adjusting the conditions and 
the schedule. The total production cost will 
reach KRW 3.0 billion and KRW 1.0 billion 
for each film. We will bear about 15% of the 
total cost. It is similar to <Three, Monster> 
or <Eros>. We not only invested in the 
film, but also invested in all three, which 
will be released at the same time later on. 
The shooting of all three films will be com- 
pleted within the year. Director BONG 
Joon-ho’s project will start first, and will 
begin shooting in August. 


What is it about? 

I cannot tell you now, but I think direc- 
tor BONG’s project seems to be a most 
interesting project. The preparation 
process has been different. It is the first 
melodrama from BONG. I cannot fully 
understand the content of Michel Gondry 
just from the scenario, but I can imagine it. 
It will be a very unique film. The film by 
Alexandre Oscar Dupont is what we expect 
from him. 


<lri> was also a co-production. 
Personally, I expect a lot from this film. 


3 <For Eternal Hearts> 





Although it won't be a big hit, it will do quite 
well. The film will begin shooting in China in 
August, and in Korea from October to 
December. It will be finished this year. The 
scenario for the China background is already 
complete. The final scene will be amazing. 
The stories in the previous films by the 
director are blended into this film with 
events in China being connected to Korea. If 
it is well made, it is going to be a big hit. 


What is <Oishi Man> about? 

A Korean loser goes to Japan to meet his 
brother. With the background of Mombetsu, 
north of Hokkaido, Japan, the main charac- 
ter meets a woman one night when his flight 
is delayed. Here, the story begins. As float- 
ing ice snow comes to Mombetsu from the 
Sea of Okhotsk in January, the shooting in 
Japan must be done then. 80% of the shoot- 
ing will be done in Japan, while only 20% 
will be done in Korea. Most of the work will 
be done in Japan. 


Are there any other projects going on for 
you? 

I plan to make some films with foreign 
directors that I have worked with before. 
Specifically, they are LEE Sang-il, Isshin 
Inudo, John Cameron Mitchell, Hou 
Hsiao-hsien, and Ernst Wilhelm Wenders. I 
have spoken to them all about working 
together. The director I want to work with 
first next year is Hou Hsiao-hsien. I talked 
to him in Cannes, and we agreed to meet 
in Taiwan this summer. I have already 
selected some Korean actresses to work 
with. 


What about your distribution business? 
Although not publicly announced, I pur- 

chased many films in Cannes. I plan to 

hold ‘Cinehue Part 2,’ screening eight films 





<For Eternal Hearts> 


centering on European films in the latter 
half of this year. Most of the films are new 
films by great directors, whose films tend 
not to get distributed in Korea. They 
include Alexander Sokurov, Roy Anderson, 
and Eric Rohmer. I am already looking for 
films to be shown at the Japanese Indi 
Film Festival. Another thing that I haven't 
been doing long is trying to hold a Kitano 
Dakeshi Retroactive. His visit to Seoul next 
year, on the back of his film, <Bravo 
Director!>, will be very exciting. Another 
project is a classic project. I bought 
Krzysztov Kieslowski’s, <Red>, <White>, 
and <Blue> series. I want to re-release 
these classics in Korea. 


You have become the major figure in the 
minor league. 

It is not important as an individual 
myself but it is a matter of symbolism. Like 
director LEE Kwang-mo, who was a sym- 
bolic figure in the minor league of indi 
films, Sponge has taken a certain place in 
the industry. 


It looks like Sponge will become recog- 
nized as a certain brand by young people 
in their 20s. 

Our films are not that big in terms of 
numbers. For example, there are movies 
like, <Cash Back> and <Tony Takitani>, 
who attract audiences smaller than 10,000 
people. Strangely, though, people around 
me all watched the film themselves. That 
is, even though the number 10,000 looks 
small, it is 10,000 among those people 
with similar cultural tastes, and the num- 
ber seems sometimes to be very big. As 
long as they exist, I think I can work for 
another ten years. 


JUNG Han-seok _ CINE 21 


Korean Film Observatory No. 23 39 





INTERVIEW 


A Hope for Youth 
with an Uncertain Future 


NOH Dong-seok of <Boys of Tomorrow> 


baby asked, “Are you going to be a 
B good boy?” Then, a boy-like ado- 

lescent said, “Yes.” Director NOH 
Dong-seok, who attracted a great deal of 
attention with his debut film <My 
Generation>, finishes his second feature 
film in <Boys of Tomorrow> with this 
very exchange. While <My Generation> 
stops between the boundaries of real- 
ity and its reproduction, <Boys of 
Tomorrow> ends with this vibrant 
answer, insinuating a good omen, 
although reality has not been yet 
linked to a bright future. 
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Ki-su (KIM Byoung-seok) and Jong-dae 
(YU A-in) are very close friends from the 
same neighborhood. Ki-su, a drummer 
with dreams of being a musician, now 
earns a meager living by driving drunk 
drivers home. Jong-dae does chores at a 
massage center, run by Mr. KIM, (CHOI 
Jae-sung), a gangland leader. Jong-dae is 
eager to own a gun, and Ki-su, who 
injured Jong-dae by mistake when they 
were young, has always felt sorry for 
him since. 

While Ki-su has a sound - albeit 
abstract - desire, Jong-dae’s is incom- 


While <My Generation> 
stops between 
the boundaries of reality 
and its reproduction, 
<Boys of Tomorrow> ends 
with this vibrant answer, 
insinuating a good omen, 
although reality has not 
been yet linked to 
a bright future. 


plete and symbolic. Jong-dae tries to 
comfort himself through the abstract 
symbol of a gun. As the money in <My 
Generation> is transformed into a gun in 
<Boys of Tomorrow>, this film gives the 
audience the strong nuance of reconcilia- 
tion between reality and its dramatic ver- 
sion, rather than reflecting reality. To 
that effect, dynamic movement, dramatic 
motives, and metaphors, and stylized 
performances have been attempted. 
However, the most touching scene is 
when Ki-su and Jong-dae painstak- 
ingly struggle and hug each other 





somewhere in a sordid alley. That forms 
a beautiful, lyrical, handed down from 
<My Generation>. 

While these pseudo-brothers fight or 
hug, they decide to be spiritual parents for 
a young boy. At the end of the film, the 
question “Are you going to be a good boy?” 
and the answer, “Yes” provide an extraor- 
dinary combination intended so that the 
future can look back on the past, and the 
past can embrace the future. The answer is 
clear, but the film ends on the road, and it 
is yet to be seen if the hope comes true. It 
signifies that their lives in the film remain 
uncertain. Ironically, however, hope arises 
in this situation. 


The original title was <Future Boys>, | 
think that may have been more appropri- 
ate for the film. 

The original scenario felt like a story 
called ‘The Boys from Fengkuei’, as it was 
similar to the childhood films of director 
Hou Hsiao-hsien. The story composition 
was similar to <Boys of Tomorrow>, but 
the episodes didn’t have many ups and 
downs, making it more like <My 
Generation II>. The film was adapted for 
commercial consideration, and in this 
process, the title was changed. 


<Boys of Tomorrow> is your first film in 
color. What did you discuss mostly with 
the cinematographer, when it came to 


<Boys of Tomorrow> 


shooting colors? 

There are many night scenes. Korean 
films have a kind of fear about what is 
invisible. So, most films have bright scenes, 
focusing on the characters. I was opposed 
to that idea. I decided to use colors in HD 
as actively as in general films. I employed a 
lot of colors to prevent the film from look- 
ing dull. As the backgrounds are generally 
black and white, I tried to contrast them 
using primary colors. 


| see many of your acquaintances show up 
in the film in the supporting cast. 

I think that involves another considera- 
tion from <My Generation>. In addition to 
guarantee problems, I was unable to find a 
lot of appropriate characters from lists of 
professional actors and actresses. 
Somebody said after monitoring the film 
that the movie didn’t look like a Korean 
film, because the characters were all unfa- 
miliar. The audience seems to be familiar 
with the supporting cast members, who 
appear. But the characters in <Boys of 
Tomorrow> are unconventional, and their 
images are unfamiliar. This seems to make 
this look not like a Korean film. 


Psychologically, Jong-dae is a loser of the 
penis, but he wants to own a gun. Ina 
sense, the gun seems to be an escape for 
Jong-dae. 

Jong-dae needs a gun not for attack, but 





for self-defense. In the beginning, he seems 
like an offensive boy, but in fact, he is quite a 
coward. As he himself says, he is frightened 
when he meets and talks with Ki-su, 
described as a person afraid of cities. 


You seem to have avoided the appearance 
of a mother character since you began pro- 
ducing short films. We meet Jong-dae’s 
mother in the film <Boys of Tomorrow>, 
but she appears quite distorted, unlike any 
other characters in your films. 

The relationship between Ki-su and 
Jong-dae looks odd, as Ki-su has a feminine 
character. He plays the role of a traditional 
mother. On the other hand, Jong-dae’s 
mother is a little distorted, although she is 
physically female. 


| think you may have some regrets about 
the film. 

Personally, I think it is a transitional 
film. I was under some personal pressure 
to try to belong to the framework of com- 
mercial films so as to continue working as a 
director. Of course, I didn’t need to make 
the same film as a contemporary commer- 
cial film, but I did need to try to conform to 
the general film language format, consider- 
ing trying to communicate with audiences 
used to conventional formats. 


Do you think your consideration of com- 
mercial elements is conducive to your film- 
making? 

For now, I don’t think I have the choice 
of being able to make any film I want. 
This may change over time, but I have 
come to realize in the meantime that I still 
have to consider the commercial elements 


of filmmaking. 
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<May 18>, a ay about 
‘the 5-18 Gwangju Democratic Uprising’ 


he fields of the southern region 

' with clear and transparent sun- 
light... when farmers working the 
land look up to see what's causing that 


strange sound, they see a series of 


troop transportation aircraft. Inside 
the airplanes, one soldier mumbles, 
“This plane is headed south, not north.” 

Like any other troops, visions of mili- 
tary forces represent the public power 
to promote the stability of a nation. As 
North Korean has always been enemy 
number one, it is strange for both those 
inside the airplanes and those looking 
at them to see them heading south. This 
scene was the representation of a plau- 
sible imagination, however, the collec- 


_tive massacre shown later is the repre- 


sentation of reality. 

There are several things to understand this 
film. The title of this film is not a creation of 
artistic sublimation or metaphors. The opera- 
tion name of the real-life massacre was actu- 
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ally ‘Splendid Holiday (the Korean title of this 
film).’ The first shots to ring out in Gwangju 
were signaled by the playing of the national 
anthem. As the people stood to attention at 
this irresistible solemn ceremony, the soldiers 
wildly fired into the crowds with automatic 
rifles. It might seem like reading a comic to 
watch <May 18> without an understanding of 
the dreadful historical circumstances in which 
the reality and the name of the operation and 
the first massacre - with the background 
music - form an awful paradox. 


The Operation Called 
“Splendid Holiday” 


At around noon of May 21, the appointed 
time for the implementation of martial law, 
people gathered around the Gwangju 
Provincial Office at Guemnam-ro in a festive 
mood. A taxi driver, In-bong(PARK 
Chul-min), and a gigolo, Yong-dae (PARK 
Won-sang), start the boisterous countdown. 
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What the representation 


of the massacre in 
<May 18> requires 1s 
explicitly expressed 
in the final scene--. 
the sorrows of 
. those left behind. 
~ Sorrow is 
a path to guilt. 
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This is the representation of the imagination. 


With the national anthem playing at one 
oclock, martial law enforcement troops began 
firing, right at the time when the national 
anthem was played - something nobody was 
expecting. Shattering windows, pouring 
screams, and the sounds of gunshots in this 
film are similar to those of <Shiri> and 
<Silmido>. However, this massacre is the 
representation of reality in this case. It was 
shot using an almost documentary-type tech- 
nique, stimulating the eyes and ears of the 
audience. As the moment passes, 'The 
Guemnamro Massacre’ appears as even less 
of an exaggeration. 

There is a further representation of the 
dread of reality to juxtapose with the comic 
skills of the actors. A\cross-country bus hastily 


~ rushes off along an idle road in a suburban 


area of Gwangju. Citizen soldiers began grab- 
bing their stomachs, with nausea. This is the 


representation of imagination. The passen- 
gers are confronted with airborne troops 


‘reentering Gwangju in armored cars. The 


martial law enforcement troops wildly fire at 
the passengers. This massacre was also an 
actual historical event. This was shot from a 
distance, almost like a scene from the 
Vietnam War. Yet it took place in the south- 


_ ern area of Korea, in May 1980, and not dur- 
ing a war at all. 


The reason why <May 18> was able to be 
produced as a Korean blockbuster - at a bud- 
get of KRW 10.0 billion - is that the events of 
‘Gwangju in May 1980’ was a series of dread- 
ful and incomprehensible circumstances. 
Representing these events has always been 


very difficult, or even impossible. Director 


JANG Sun-woo’s <A Petal> was a kind of 
artistic sublimation, dubbed as “Washing,” 
and was seen as a great risk ten years ago. The 


shock that <May 18> presents to us stems 
from here. Following the shocking way in 
which the film describes the May 1980 event 
is straightforward and direct, yet it also raises 
a great deal of curiosity in terms of why it is 
presented in such a manner. 


The Sorrow 
of Those Left Behind 


The containers of actual representation are 
the genres of melodrama and comedy. The 
characters that connect reality with genre, 
and create details, are based on actual people. 
The selection of those characters deliberately 
excluded intellectuals. <May 18> is an inter- 
esting text for the genre in representing recent 
past as a story, and the selection of everyday 
characters was essential for this. 

Veteran Colonel PARK Heung-soo (AHN 
Sung-ki), who retired in opposition to the 
political forces at play at the time, experienced 


watching his former colleagues commit atroc- 

















- 


ities while he was working as a taxi driver. He 
appealed to them to exercise self-restraint. Of 
course, the ‘resolution’ of these soldiers ran 
contrary to his efforts. Because of the situa- 
tion, his daughter PARK Shin-ae, (LEE 
Yo-won), and taxi driver, KANG Min-woo 
(KIM Sang-kyung), who is in love with her, 
are typical characters driven to a deadlock. 
Dramatically altered; Min-woo leads the citi- 
zen troops by moving in the armory. Shin-ae 
expands the sense of irony in an alleyway, 
where she has to take a life, despite being a 
nurse... one who usually saves lives. 
Positioning the ties of Shin-ae and 
Min-woo between love and guns, the film 
openly draws from the genre of the mechanics 
of comedy and melodrama. Although a gigolo 
and a taxi driver are symbols of the grass- 
roots, they present a buddy comedy as a pre- 
lude prior to the massacre. Conclusively, com- 
edy and melodrama lighten the gravity of the 
story. What the massacre representation of 
<May 18> requires is explicitly expressed in 
the final scene... the sorrows of the remain- 
ders. Sorrow is a path to guilt. The film 
inspires guilt among young audience mem- 
bers who may not yet have been made aware 
of these events, and among those who should 
remember. The genre mechanics that <May 
18> uses may be regarded as a buffer system 
that allows for the smooth acceptance of psy- 
chological and visual shocks from the repre- 
sentation of the massacre. On the other hand, 
another function of these mechanics is that it 
ruminates unconsciously with us, in that what 
we are watching is a film that is also entertain- 
ing. This is a ticket that spares no regrets, and 
simply absorbs the audience in guilt. 
Evidence that <May 18> attempted to 
exclude ideology or translation is the exclu- 
sion of intellectuals in the story. The director 
and the writer have suggested that this was 
intentional. Maintaining the view of the peo- 
ple who were to become involved in this awful 
episode in Korean history in a self-defensive 
way is consistent with the story, but works’ 
within its own paradox, It is a difficult struc- 
ture in which to depict the actual struggles of 
Gwangju’s restive residents of the times. This, 
and having the first shot fired by an anony- 
mous soldier, may be sources of frustration 
~ for any hisor buffs among \ the audience. 
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When and how did it all start? 

I first watched some May 18 footage at 
university, and it was quite different to what 
I had always thought. Not understanding it 
is asin rather than just a shame. With such a 
level of debt consciousness, I thought of 
making a film about May 18. I read a book 
again while preparing for the film, and 
recalled my university days, when I saw 
patriot YOON Sang-won. Of course, the start 
itself was not easy at all. There were more 
concerns than positives, with people saying 
it may not work in the modern era, and even 
so, it should be done by a more experienced 
director. The most fearful thing was the fear 
of not being able to do it well. 
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fear of not being 


ttddo it well 


witt#Director KIM Ji-hoon 


How did you solve these problems? 

I started from the beginning, thinking 
that I didn't know anything about it at all. I 
first reviewed the testimonials, amounting 
to 20,000 sheets of paper, which formed the 
basis of ‘Beyond the Death, Beyond the 
Darkness of the Era’, by writer HWANG 
Seok-young. The main point seemed to be 
that most people were there out of curiosity, 
or looking for their friends or family::: all the 
while being completely frightened by what 
was happening. The most important 
extracts were from grassroots people during 
the ten days of the May 18 Gwangju 
Democratic Uprising, rather than those who 
went out to change the course of history. 


“T hope that when the 
audience hears the gun 
shots, that they feel like 

they were there. Footage or 
images of the actual 
moment do not exist. 
Photos of everything else 
are around, but nothing of 
the actual moment. They 
have disappeared.” 


Therefore, I turned normal people into the 
main characters. Rather than dealing with 
any historical summons or fatalism, or pre- 
senting intellectuals as the main characters, 
I used ordinary people of Gwangju. 


You might have agonized over how to 
deal with the matter of the fire command. 

What is important in this film is not who 
finally made the command, but what those 
who died felt, and how those feelings affect 
us today. If I took the final decision issue as 
the theme, the movie would have been a 
totally different film. 


The film is basically a melodrama set 
against a historical event. Were there 
things you wanted to put in but didn’t, 
or vice versa? 

I think LEE Yo-won’s final facial expres- 
sion is the key to this film. I think what the 
rest of the people are doing now is the most 
important thing, while iene of who sent 
the orders are important, but secondary to 
the film. The reason why I wanted to depict 
the events in this way is that I thought 
youngsters, the mainstream of current cul- 
ture and history, should be able to approach 
the film and enter into history. While any 
film can be covered with an indirect and ele- 
gant package, its key is universality. The 
major task of this film was to get to the heart 
of the people’s feelings at the time. 


The most important scene seems to be 
the first fife scene of Geumnam-ro. | 
represented it straightforward and it’s 
very dramatic. 

That is the most important scene in the 
film. Because of the moment, May 18 has 
been remembered as the democratic upris- 
ing. How we expressed this was very impor- 
tant during the shoot. Frankly speaking, I 
divided things into film shots and film 
sounds. I wanted to show something more 
than simply shock. I hope that when the 
audience hears the gun shots, that they feel 
like they were there. Footage or images of 
the actual moment do not exist. Photos of 
everything else are around, but nothing of 
the actual moment. They have disappeared. 
There are no photos of those shooting, or 
those who were shot. People say that the 
government destroyed them all. In any 
event, it helped the film. As we could con- 





“Tt is most 
important and 
difficult to represent 
a scene that happened 
27 years ago. 


struct the shots as we liked, we could depict 
either living hell or appalling confusion. As 
my subjective views are extensively inter- 
vened, I think this collective firing scene car- 
ries the real meaning of this film. All charac- 
ters start to change and if the audience can- 
not feel the real meaning in this scene, this 
film will fail. I poured so much of my film- 
making imagination and efforts into this 
scene. During four months of editing, I 
changed the editing of this scene almost a 
hundred times. 


How did you shoot the scenes of the 
Geumnamro Massacre? 

It is most important and difficult to repre- 
sent a scene that happened 27 years ago. We 
spent KRW 3.0 billion just on the 
Geumnamro set. We made a 500 meter 
street with real asphalt, established 85% of 
the real provincial office, and had to make 
the fountain in front of the office as well as 
the nearby buildings. It would be a mean- 
ingless film if Geumnamro was not repre- 
sented. About 1,600 extras had to run away 
with the first gun shots that began with the 
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national anthem. It was very difficult to 
change clothes, dye hair, change shoes, and 
provide food for them all in the mid-sum- 
mer, as well as provide water and toilets. It 
seems like a crazy thing to do, thinking back. 
I was quite harsh with people, but everybody 
followed my directions very well. We shot 
the Geumnamro scenes over seven days, 
and strangely, there were no shots unused 
(after the editing). 


There appears only one intellectual, the 
tather, who just narrates an explana- 
tion of the circumstances at the time. 

If an intellectual is in a film, he or she usu- 
ally translates and presents a direction. 
However, in this movie, there is no such intel- 
lectual. I thought that such a character was 
not needed in this film, as they get in the way 
of the real experiences of real people, which, 
for me, was much more important. 


In both your films, <Mokpo, Gangster’s 
Paradise>, and <May 18>, faithfulness 
has been treated very importantly. 

I think that is humanistic sentiment or 
obligation. Thinking of those who were left at 
the provincial office until the last moment, 
were they summoned by a sense of history or 
personal conscience? What is more important 
is affection and obligation. Maybe, they 
wanted to reveal that their colleagues and 
friends died because of the riots. This seems 
to be important in my life going forward. 
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Communication Through Wounds 


KIM Gina’s <Never Forever> 


IM Gina, with her second film 
<Never Forever>, presents a bold 





sense of screen, approaching one 
inch closer to the characters to most films. 
Because of the consistent jump cuts and 
extreme close-ups, audiences enjoyed the 
details of countenances, gestures, bare 
breasts, and backs, and even the wrinkles of 
the characters. However, it is difficult to 
fully embrace this film, as its plot is not well 
developed, despite its bold style. The initial 
set up where Sophie, a woman who mar- 
ried a rich intelligent 
Korean husband, takes a 
seed from a Korean man § * d 
because of the pain of her 
husband, (suspected to be 
in aspermia), Seems quite 
contrived. This is because 
the family background of 
Sophie’s husband, a rela- 
tively wealthy man, is 
described in a very vague 
way. 

However, as is men- 
tioned above, KIM Gina’s 
sense of screen size is pow- 
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erful enough to overcome the shortfalls of 
the plot. The male and female main char- 
acters express their contempt toward their 
physical relationship through making it a 
monetary arrangement, despising them- 
selves throughout. What is impressive is 
how the details of their emotions, as they 
gradually come to understand each other, 
are depicted using such intense physical 
contact. At the beginning, when Ji-ha and 
Sophie are having sex in a rather shabby 
basement-apartment, much like a pigpen, 
she folds her underwear and 
Ct PF » puts them in a plastic bag. 
ok. 







This basement is not a 
pleasant place to a woman 
who hesitates to make bod- 
ily contact with anything. 
Definitely, the characters 
can’t communicate with 





each other. Their communi- 
cations were made able 
though a series of violence 
that exposes each others’ 
hidden wounds. 

Eventually, when the two 
share not only their bodies 


but also their hearts, they feel ashamed. 
Such shamefulness is fundamentally differ- 
ent than the one they had during their prior 
physical relationship. When their hearts 
were communicating, they were able to 
bear the small pride of their own flesh, and 
carefully take off their clothes. This changes 
when they stop communicating. From the 
behavior of Ji-ha’s quickly unzipping the 
back of the woman’s clothes, even while 
they turn their backs to each other, we can 
see the intimacy and the status of their 
communication. Timely close-ups of these 
characters in these situations coolly speak 
to the appealing visual aspects of the film, 
making it different from other contempo- 
rary films. 

Although most scenes were taken by 
hand-held cameras, the boldness of the 
images captured one inch closer than nor- 
mal is the film’s greatest virtue. This 
explains that KIM Gina is fundamentally 
an artist, whose heart is swaying. This 
makes her a director with a wider range of 
margins to freely approach her characters. 


KIM Young-jin_FILM Critic 
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A Cold-Blooded Psychopath 


SHIN Terra’s <Black House> 


claim adjuster, Jun-oh (HWANG 
Jung-min), habitually wakes up at 
2:30 a.m. He needs alcohol to get 





back to sleep. His bad dream, one he can- 
not stand, is that his lover dies. In the early 
days, he witnessed his brother's suicide 
with his own eyes, and actually contributed 
to his death. On the first day at work, he 
violates the working manual policy of not 
revealing individual information or 
expressing the counselor’s own emotions 
by answering a question of, “Can I receive 
insurance money if I suicide?” His advice 
for the person not to 
commit suicide, despite 
being able to collect 
insurance money, was 
an instinctive response, 
coming from his sad 
past. No one who is 
worthy of living can go 
on without having 
something to believe in 
and support. At the 
moment, the virtue is 
revealing, the virtue 
becomes a vicious weak- 





ness. After that, the game of horror begins, 
and he is invited to his most feared place. 
The confrontation of paradox starts where 
insurance, the safety net of humanity, 
changes to a trap that strangles our necks. 
In a horror movie, confrontation is pre- 
sented best with excessive ‘contrast.’ 
Jun-oh is scolded over two things, by his 
supervisor and his girlfriend. The be-spec- 
tacled, naive man is told he is unsuitable to 
work in the insurance industry. His girl- 
friend is unhappy with his instinct to inter- 
vene in the affairs of others. The counter- 
part of Jun-oh is PARK 
Choong-bae (KANG Shin-il), 
shameless and cunning, and 
his house, the Black House. 
The contrast of this style 
intentionally lays the foun- 
dations of this subplot from 
the beginning. The subplot 
openly imprints the plot 
attitude of 
Choong-bae, who forces 


onto the 


Jun-oh to witness the sui- 
cide of his little son. That 
means that Choong-bae is 
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not the real counterpart of Jun-oh. Above 
Choong-bae is a psychopath with gen- 
uinely cold blood. This type of person, one 
who cannot recognize pain and sadness in 
others, may create violent noise for a per- 
son like Jun-oh. Who will be the winner-::: 
the unimaginable deeds of a human being, 
or the imagination that cannot be under- 
stood by another human. 

The film <Black House> tries to mark 
this confrontation while abiding by the 
original novel by Yusuke Kishi. The reason 
why the ‘Chungmuro blue-chip’ actor 
HWANG Jung-min selected to do a horror 
thriller is because he was interested in 
playing a person more dreaded than a 
ghost. An explosion leaks from here. While 
Jun-oh’s acquired instinct has a back- 
ground, we cannot truly understand the 
inherent instincts of a psychopath. Why 
would, for example, a psychopath desire to 
have so much money? Just for the pleasure 
of consumption? Can sudden darkness 
become the abyss of horror? 
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Discover the Wond 
of Korean Directors 


The Korean Film. Directorseres 
takes you there 


..and more: PARK Chan-wook to be publishediiby mid-2007, IM Sang-soo, LEE 
Myung-Se, LIM Soon-ryelof Waikiki Brothers), and legendary Korean director YOO 


Hyun-mok by end of 2007. 


In this project, eminent Korean film critics HUH Moon-yung, CHUNGsSungeill, KIM Hong-joon, and KIM Young-jin, as well as Korean 
film specialist Tony Rayns will take you inside the world of Korean film directors. The series will be distributed and sold through 
Seoul Selection (www.seoulselection.com), a publisher specializing in English-language, Korea-related content. For further 
information, contact JUNG Hyun-chang (sant0804(@kofic.or.kr), publications manager at KOFIC. 


